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Abstract:	There	is	an	increasing	awareness	that	a	translation	product	is	composed	of	both	the	textual	part	and	the	promotional	materials	so	that	it	 is	 commercialised	 and	 socialised	 based	 on	 the	market	 demand	 and	the	profile	of	the	publisher.	As	a	mediation	between	the	readers	and	the	translated	 text,	 the	promotional	materials,	known	as	paratexts,	 can	be	very	influential	in	familiarising	consumers	with	the	product,	indicating	the	genre	of	the	text	and	determining	the	target	readership.	While	they	play	an	essential	role	in	managing	how	readers	perceive	the	translation	before	 they	 begin	 the	 book,	 they	 also	 reflect	 the	 publisher’s	 and	 the	other	producers’	voices	in	depicting	the	product	based	on	its	position	in	the	social	context	as	well	as	their	assumptions	about	the	preferences	of	the	market.	Thus,	a	study	of	translational	paratexts	allows	us	to	observe	the	 participation	 of	 different	 social	 agents	 and	 institutions	 in	 the	process	of	production	as	well	as	their	joint	efforts	to	make	the	product	more	 readily	 accepted	 by	 the	 target	 culture.	 In	 addition,	 the	heterogeneous	 nature	 of	 paratexts	 generates	 additional	 reflections	 on	research	methodologies,	 such	 as	 the	 integration	of	 the	 visual	material	analysis	in	the	field	of	translation	studies.		In	 terms	 of	 research	 objects,	 Chinese	 translations	 of	 Lady	
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and	 cultural	 level	 to	 the	 sociological	 level	 that	 involves	 the	consideration	of	multiple	social	 factors,	such	as	the	political,	economic	and	 historical	 conditions	 of	 production.	 When	 textual	 analysis	concentrates	on	the	micro	linguistic	profile	of	the	text	and	sociological	study	 is	 used	 to	 observe	 phenomena	 on	 the	 macro	 level,	 paratextual	analysis	 can	 perform	 as	 a	 gap-closing	 study	 as	 it	 visualises	 how	 the	macro	social	condition	can	be	reflected	in	the	micro	decisions	made	by	the	 publisher	 and	 the	 translator.	 At	 the	 same	 time,	 many	 of	 the	paratextual	 elements	 are	 indicative	 of	 their	 contributors	 (such	 as	 the	publisher’s	preface,	the	translator’s	postface	or	the	allographic	preface)	so	that	the	researcher	is	made	aware	of	the	owners	of	the	voices	behind	these	paratexts.	Compared	to	the	situation	in	textual	analysis	where	the	reader	normally	has	no	way	to	know	concretely	from	the	texual	features	the	percentage	of	a	publisher’s	influence	on	the	production	of	the	text,	it	is	easier	for	the	researcher	to	undertand	from	the	paratexts	the	attitude	of	different	participants	(editors,	 translators,	critics,	etc.)	based	on	the	words	they	say	or	the	image	they	present	of	the	book.			With	 this	general	picture	 in	mind,	 this	 research	 is	 structured	to	 analyse	 the	 paratextual	 features	 of	 Chinese	 translations	 of	 Lady	












preliminarily	processed	by	 these	methodological	procedures,	 they	will	be	 further	 studied	 under	 Bourdieu’s	 sociological	 theory	 of	 cultural	production.	In	this	process,	the	theories	consulted	by	this	research	will	be	 reviewed	and	modified	specifically	 for	 translation	studies	and	 I	am	also	 going	 to	 test	 their	 applicability	 when	 they	 are	 employed	 to	 deal	with	translational	issues.		This	 research	 is	 concentrating	 on	 the	 discussion	 of	 the	following	 questions:	 how	 specifically	 do	 translational	 paratexts	negotiate	 with	 the	 cultural	 context	 and	 how	 are	 the	 producers’	intentions	revealed?	In	the	translation	of	morally	challenging	materials,	what	strategies	are	adopted	by	the	producer	to	avoid	cultural	criticism	and	 achieve	 success	 at	 the	 same	 time?	When	 considering	 paratextual	analysis	in	terms	of	translation	studies,	how	can	we	know	what	position	is	 occupied	 by	 the	 translation	 field	 in	 society	 through	 the	 analysis	 of	paratexts?	 What	 methodological	 and	 theoretical	 inspiration	 can	 this	research	bring	to	the	field	of	translation	studies?	The	book	covers	of	(re)translations	of	Lady	Chatterley’s	Lover	and	 Lolita	 are	 the	 place	 where	 readers’	 first	 physical	 and	 emotional	contact	with	 the	 text	happens.	As	 the	covers	substantify	 the	 images	of	the	 textually	 depicted	 characters	 and	 modify	 readers’	 impressions	 of	the	texts	through	redesigning	them	multiple	times	over	the	last	several	decades,	 they,	as	bearers	of	 cultural	demands,	are	also	 imprinted	with	socio-historical	 features.	 When	 we	 are	 dealing	 with	 the	 paratextual	projections	of	 the	cultural	context	of	production,	we	are	also	provided	with	 an	 opportunity	 to	 uncover	 the	 social	 factors	 that	 impact	 on	 the	interpretation,	 legalisation	 and	 commercialisation	 of	 a	 translation	product.						
Lady	Chatterley’s	Lover	and	Lolita	in	China	




translation	products	and	perceive	how	a	 target	 culture	 is	 ideologically	influenced	 by	 the	 (re)introductions	 of	 foreign	works,	 especially	 those	that	 confront	 mainstream	 ideological	 or	 political	 systems,	 Chinese	translations	of	Lady	Chatterley’s	Lover	and	Lolita	are	two	ideal	research	objects:	 they	 were	 retranslated	 multiple	 times	 in	 the	 past	 and	 the	appearance	 of	 these	 retranslations	 is	 accompanied	 by	 major	 social	changes	after	 the	May	Fourth	Movement	 in	1919	until	 today.	The	 first	translations	of	Lady	Chatterley’s	Lover	(translated	by	Wang	Kongjia	and	Rao	Shuyi)	published	in	the	1930s	are	two	of	the	earliest	introductions	of	 erotic	 texts	 in	 contemporary	 China	 and	 were	 followed	 by	 the	publication	of	more	than	10	retranslation	versions	of	Lady	Chatterley’s	




Consequently,	the	producers’	manipulations	of	the	readers’	perceptions	of	 the	book,	especially	 their	efforts	at	 self-censorship	 to	avoid	cultural	condemnation,	are	more	clearly	illustrated.	When	the	conflicts	between	the	producer’s	pursuit	of	 commercial	profits	or	 social	 recognition	and	the	 socio-political	 restrictions	 are	magnified	 by	 the	 paratexts	 of	 these	works	 of	 eroticism,	 the	 researcher	 is	 offered	 better	 opportunities	 to	observe	 how	 social	 agents	 interact	 with	 the	 contextual	 elements	 and	how	these	interactions	can	be	transcoded	by	the	physical	presentation	of	the	translated	text.	The	significance	of	 the	translations	of	 these	two	works	 is	not	restricted	 to	 an	 arcane	 research	 level.	Over	 the	 years,	 they	have	 left	 a	long-term	 impact	 on	 Chinese	 culture	 and	 language.	 The	 social	depictions	 of	 Lady	 Chatterley’s	 Lover	 have	 changed	 several	 times	 in	history	with	each	of	 them	 leaving	behind	great	 legacies	 for	 readers	 in	later	ages.	For	example,	 it	was	 regarded	as	a	 serious	 literary	work	 for	social	 enlightenment	 in	 the	 1930s	 while	 it	 was	 promoted	 as	pornography	 after	 the	 1950s	 in	 Hong	 Kong	 and	 Taiwan.	 When	 many	literary	works	were	condemned	as	poisonous	to	people’s	minds	by	the	authorities	 during	 the	 Great	 Proletarian	 Cultural	 Revolution,	 Lady	








of	 the	 conventionally	 used	 expressions	 in	 people’s	 daily	 speech,	 in	which	 “xiao	 nühai”	 (“小女孩”,	 “young	 girls”	 in	 Chinese)	 is	 replaced	 by	“luoli”	 and	 “ke	 ai”	 (“可爱”,	 “cute”	 or	 “sweet”	 in	 Chinese)	 is	 replaced	 by	“meng”.	 While	 the	 elements	 in	 Lolita	 subculture	 have	 gradually	 been	accepted	by	more	people	 in	China,	 including	 those	who	have	not	 read	the	 novel,	 this	 book	 has	 also	 become	 a	 cultural	 symbol	 rather	 than	merely	 a	 work	 of	 controversy.	 This	 change	 in	 the	 target	 culture	 was	initiated	by	the	translation	field	in	China,	which	in	turn	has	encouraged	the	public	to	refresh	their	interpretations	of	this	literary	work	through	constant	 retranslation.	 The	 mutual	 influence	 between	 the	 receiving	culture	 and	 the	 translation	 has	 led	 to	 people	 abandon	 their	 reductive	interpretations	 of	 the	 original	 text	 whose	 popularity	 has	 endured	through	cultural	negotiations	and	paratextual	reinterpretations.	While	 Lady	Chatterley’s	 Lover	 and	 Lolita	 influence	 the	 target	readers	 in	 different	ways,	 they	 also	maintain	 an	 intimate	 relationship	with	each	other.	 It	 is	 found	in	many	paratextual	elements	of	 these	two	works	that	they	constantly	refer	to	each	other	in	a	positive	or	negative	light.	 For	 example,	 Lady	 Chatterley’s	 Lover	 is	 mentioned	 by	 several	prefaces	 of	 translations	 of	Lolita	 saying	 that	 they	were	 both	 similarly	condemned	 as	 morally	 corrupt	 by	 the	 source	 culture	 while	 some	paratexts	 reveal	 a	 competitive	 attitude	 to	 other	 translations.	 During	some	 time	periods,	 there	was	more	 than	one	 translation	of	Lolita	 and	




were	 translated,	 to	 the	 2010s,	which	witnessed	 the	 publication	 of	 the	latest	translations.	However,	the	paratextual	analysis	in	this	research	is	not	intended	to	create	a	pedigree	of	the	translations	of	Lady	Chatterley’s	
Lover	 and	 Lolita	 in	 China.	 Through	 the	 theoretical	 analysis	 of	 the	paratextual	 elements,	 the	 research	 is	 expected	 to	 transcend	 the	restrictions	 of	 the	 specific	 factual	 data	 and	 to	 establish	 if	 there	 is	 a	general	pattern	governing	the	decision-making	process	of	the	producer.	The	paratexts,	created	to	be	viewed	from	the	perspective	of	the	product	receiver,	 highlight	 the	 target	 culture’s	 fear	 of,	 or	 demand	 for,	 certain	elements	 contained	 in	 the	 text	 and	 remind	 us,	 as	 researchers	 and	translators,	 that	 the	 translated	product	 is	 a	 location	where	 a	 dialogue	between	the	different	contributors	is	carried	out.		
Lady	Chatterley’s	Lover	and	Lolita	in	different	cultures	
The	difficulties	experienced	 in	 the	publication	of	 the	Chinese	translations	 of	 Lady	 Chatterley’s	 Lover	 and	 Lolita	 are	 not	 exceptional	cases.	 In	 fact,	 rejection,	 censorship	 and	 extensive	 negotiation	 in	publishing	these	two	works	happened	in	many	cultures,	including	their	source	 cultures,	 reflecting	 the	 conflicts	 between	 the	 demands	 of	 the	market	and	the	restraints	of	social	norms.					
The	reception	of	Lady	Chatterley’s	Lover	in	different	cultures	
The	 first	 publication	 of	 Lady	 Chatterley’s	 Lover	 in	 its	 source	culture	 was	 remembered	 not	 only	 for	 the	 3	 million	 copies	 sold	 soon	after	 its	 publication	 by	 Penguin	 in	 1960,	 but	 also	 for	 the	 trial	 that	discussed	the	legitimacy	of	this	literary	work.	Since	its	first	publication	in	Italy	in	1928,	this	book	had	been	banned	in	the	United	Kingdom	until	Penguin	 Books	 decided	 to	 release	 an	 unexpurgated	 version	 of	 Lady	




had	 literary	 merit	 as	 attested	 by	 a	 series	 of	 high	 profile	 witnesses,	including	Richard	Hoggart	who	described	 the	book	as	 “virtuous,	 if	not	puritanical”	(Hoggart,	1960).		As	a	new	British	Act	on	obscene	publications	had	been	ratified	in	1959;	this	trial	also	became	a	test	case	for	this	Act	(Coetzee,	1988:	1).	Since	 literary	 value	 was	 accepted	 as	 one	 of	 the	 criteria	 to	 judge	 the	legitimacy	of	a	literary	work	under	this	1959	Act,	which	laid	down	that	“there	should	be	no	conviction	if	it	[was]	proved	that	publication	...	[was]	justified	as	being	for	the	public	good	on	the	grounds	that	it	[was]	in	the	interests	 of	 science,	 literature,	 art	 or	 learning,	 or	 any	 other	 objects	 of	general	 concern"	 (Coetzee,	 1988:	 1),	 the	 witnesses	 emphasized	 the	literary	 value	 of	Lady	Chatterley’s	Lover.	 These	 included	 E.	M.	 Forster,	who	testified	that	Lady	Chatterley’s	Lover	“had	very	high	literary	merit”,	and	 Dr	 John	 Robinson	 (The	 Bishop	 of	 Woolwich),	 who	 claimed	 that	Lawrence	 was	 trying	 to	 “portray	 sex	 relationships	 as	 something	essentially	sacred”	(Yagoda,	2010:	100).	These	persuaded	the	jury	that	Penguin’s	 publication	 of	 this	 book	 should	 be	 legal	 under	 the	 new	 act.	After	winning	this	case,	Penguin	restarted	their	sale	of	Lady	Chatterley’s	










































pseudonym	 (John	Ray,	 Jr.,	 PhD.),	 and	 the	postface,	 ‘On	 a	Book	Entitled	Lolita’.	These	original	verbal	paratexts	redirect	readers’	attention	away	from	 the	descriptions	of	 the	 character’s	paedophilic	 fantasies	 to	many	other	 interpretative	 perspectives,	 such	 as	 viewing	 it	 as	 a	 case	 for	psychological	study,	an	output	stemming	from	Nabokov’s	proposals	for	literary	creativity	and	a	text	with	an	educational	function.	His	intention	of	 avoiding	 seeing	 Lolita	 reduced	 to	 a	 literary	 entertainment	 reading	commodity	 was	 taken	 on	 board	 by	 some	 versions	 of	 Lolita	 in	 their	paratextual	designs	while	the	others	conversely	increased	their	focus	on	the	depiction	of	the	sexual	charms	of	the	eponymous	main	character.	For	 the	 first	 publication	 of	 Lolita	 by	 the	 Olympia	 Press	 the	book	 cover	 was	 designed	 in	 a	 plain	 style,	 revealing	 nearly	 no	information	about	the	topic	of	the	story	apart	from	suggesting	that	this	book	 was	 published	 as	 one	 of	 the	 Traveller’s	 Companion	 Series.	 The	other	collections	in	this	series	include	School	for	Sin	by	Frances	Lengel,	
Play	 this	 Love	 with	 Me	 by	 Willie	 Baron,	 An	 Adult’s	 Story	 by	 Robert	Desmond,	The	Loins	 of	Amon	 by	Marcus	 Van	 Heller,	The	 Sexual	 Life	 of	






















































left	before	she	wrote	down	these	letters.	This	combination	of	the	child-like	 behaviour	 of	 using	 a	 lipstick	 as	 a	 crayon,	 the	 beautiful	 but	 fragile	butterfly	 and	 the	 appearance	 of	 the	 lipstick	 (an	 item	 that	 contains	 an	indication	 of	 maturity)	 possibly	 points	 to	 the	 fact	 that	 Lolita	 is	 a	conflicted	mixture	of	childish	innocence	and	adult	maturity.														It	 can	 be	 seen	 that	 as	 a	 result	 of	 geographical	 and	 temporal	distance,	the	paratextual	designs	of	the	translations	of	Lady	Chatterley’s	
Lover	and	Lolita	 start	 to	detach	 themselves	 from	the	source	culture	as	they	integrate	new	elements	based	on	reinterpretations	of	the	text	and	the	contextual	requirements.	As	many	of	the	source-culture	designs	and	the	author’s	guidelines	 failed	 to	be	 reflected	by	 these	 translations,	 the	influence	of	 the	 source	 culture	 and	authorial	 controls	 started	 to	 show	their	limits	while	domestication	trends	started	to	take	over	and	relocate	these	 two	 works	 in	 the	 target	 cultures.	 There	 is	 no	 doubt	 that	 these	modifications	 to	 the	 original	 physical	 presentation	 of	 the	 novel	 can	encourage	us	 to	 reconsider	 the	boundary	of	 faithfulness	 in	 translation	studies.		
















I.	 Research	 methods,	 theoretical	 frameworks	 and	
literature	reviews			
1.1	Data	collection	for	sociological	analysis	
This	 section	 of	 discussion	 concentrates	 on	 the	 first	 several	steps	of	 the	 research,	 starting	with	 the	 collection	of	 concrete	 research	objects,	 which	 are	 initially	 analysed	 based	 on	 the	 methods	 for	paratextual	 analysis,	 visual	material	 analysis	 as	well	 as	other	 research	methods	adopted	in	this	process.	The	data,	or	the	first-level	conclusion,	obtained	 from	 these	 initial	 analyses	will	 be	 further	 analysed	 from	 the	perspective	 of	 the	 sociological	 theory	 of	 Bourdieu,	 departing	 from	which	 the	scope	of	 translation	studies	can	be	enlarged	 in	 the	realm	of	sociology	through	the	mediation	of	paratexts.		
1.1.1	 Research	 objects	 and	 the	 research	 method	 for	 paratextual	
studies	












				In	 addition	 to	 the	 peritexts,	 there	 are	 also	 highly	 influential	elements	 of	 the	 presentation	 and	 reception	 of	 the	 text	 but	 are	 not	directly	placed	on	its	physical	package.	Genette	named	these	distanced	elements	 “epitexts”,	 which	 refer	 to	 “interviews,	 conversations,	 letters,	diaries	and	others”	(Genette,	1997:	5).	Although	many	readers	may	not	have	direct	access	to	these	elements	when	they	purchase	the	book,	their	perceptions	 of	 a	 text	 will	 inevitably	 be	 “partly	 directed	 by	 these	autographic	 or	 allographic	 comments	 even	when	 [they]	 believe	 [they]	have	 banished	 these	 from	 their	 minds	 …	 [since]	 these	 elements	 will	have	influenced	their	choice	to	turn	to	it	in	the	first	place”	(Claes,	2010:	200),	especially	 in	cases	of	retranslations	or	republications.	Therefore,	the	 available	 epitexts,	 such	 as	 interviews	 with	editors/publishers/translators,	 news	 reports,	 critics,	 etc.	 focusing	 on	the	translation	of	Lolita	and	Lady	Chatterley’s	Lover,	are	also	collected	as	important	research	materials	that	allow	us	to	access	the	less	observable	contextual	elements	that	are	essential	in	the	theoretical	analysis	from	a	sociological	point	of	view.				Due	 to	 the	 age	 of	 the	 texts,	 some	 of	 the	 physical	 copies	 of	
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1982	 Hong	 Kong:	 Shu	Hua	Publishing	House	
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From	 the	 1960s	to	 the	 mid-1980s	
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Table	1.1.1-1	Chinese	translations	of	Lady	Chatterley’s	Lover		Title	 Time	published	 Publisher	 Translator	(s)	 Paratexts	
Lolita	(《罗丽泰》)	 1978	 Taipei:	 Crown	Culture	Corporation	
Zhao	Erxin	 Verbal:	blurbs	Visual:	 the	cover	design	
Lolita
































1989	 Shenzhen:	Haitian	Press		 Mai	Sui	 Verbal:	translator’s	preface	Visual:	the	cover	design		































:	 a	 Pear	 Tree	
Overshadows	 a	
Crab	 Apple	(《洛丽塔：一






Lolita	(《洛丽塔》)	 2000-1	 Nanjing:	 Yilin	Press	 Yu	Xiaodan	 Verbal:	blurbs,	the	preface	by	Liao	Shiqi	
Visual:	the	cover	design	
	











based	 on	 their	 observations	 of	 the	 visible	 facts.	 Although	 Genette	 did	not	 emphasise	 that	 there	 is	 a	 hierarchical	 order	 in	 handling	 these	paratexts,	 this	 research	 will	 start	 from	 the	 “observable	 facts”	 and	“proceed	 to	 the	 reconstruction	 of	 non-observable	 facts”	 (Toury,	 1982:	25).	Thus,	 in	the	case	studies	of	this	research,	 the	discussion	will	start	by	 describing	 the	 factual	 aspects,	 such	 as	 the	 location,	 the	 size	 or	 the	colour	of	each	paratextual	element,	and	then	move	on	to	the	analysing,	contextualising	and	generalising	stage	afterwards.	Apart	from	the	general	checklist	that	helps	the	researchers	to	organise	 the	 paratextual	materials,	 Genette’s	 research	 also	 provides	 a	more	specific	discussion	on	the	features	of	different	types	of	paratexts	as	 he	 proceeds	 from	 one	 category	 to	 another	 in	 his	 analysis.	 The	“general	picture”	composed	by	Genette	from	his	“synchronic	and	not	a	diachronic	 study”	 (Genette,	 1997:	 3)	 provides	 future	 researchers	with	universal	 viewpoints	 to	 consider	why	 the	 paratexts	 are	 designed	 in	 a	certain	 way	 and	 how	 the	 paratexts	 function.	 Although	 some	 of	 these	theoretical	definitions	on	the	functions	or	influences	of	certain	kinds	of	paratexts	are	not	fully	applicable	to	the	research	of	Chinese	translations,	they	 can	 nevertheless	 be	 used	 as	 reminders	 for	 the	 researcher	 to	explore	 the	 reasons	 for	 deviations	 in	 specific	 cases	 from	 the	 general	principle.	As	this	research	is	primarily	carried	out	in	a	diachronic	order	aiming	 to	 observe	 the	 evolution	 of	 the	 translation	 field	 in	 the	 target	culture,	 it	 is	 a	 good	 opportunity	 to	 extend	 the	 scope	 of	 the	 existing	theoretical	and	methodological	reflections	on	paratextual	studies	and	to	align	them	with	issues	in	the	field	of	translation	studies.				
1.1.2	 Visual	 material	 studies	 and	 other	 methods	 used	 in	 the	
research		




purpose	 of	 the	 study	 demands	 that	 the	 researcher	 considers	why	 the	visual	materials	are	produced/selected	by	 the	publisher,	how	 they	are	presented	 and	 for	 whom	 they	 are	 designed,	 Rose’s	 methodological	framework	 (Rose,	 2001)	 is	 particular	 helpful	 since	 it	 suggests	 the	researcher	 should	 view	 an	 image	 from	 its	 production	 site,	 image	 site	and	 audiencing	 site	 with	 three	 modalities	 accompanying	 the	 specific	analysis	 of	 each	 site.	 The	 relationship	 between	 these	 sites	 and	modalities	 is	 illustrated	 in	 the	 table	 below,	 which	 has	 been	 adapted	from	Rose’s	model.		
Sites	and	
Modalities	 Technological	Modality	 Compositional	Modality	 Social	Modality	
Production	
Site	 How	made?	 Genre?	 Who?	When?	 Who	for?	Why?	
Site:	 Image	
itself	 Visual	effects?	 Composition?	 Visual	meanings	
Audiencin
g	Site	 Transmission?	 Circulation?	 Display?	
Viewing	positions	offered?	Relation	 to	other	texts?			
How	interpreted?	 By	whom?	 Why?	












hard	 to	 reach	 and	 keep	 the	 cost	 down”	 (Saldanha	 and	 O’Brien,	 2014:	187).	The	 integration	of	 these	methods	of	data	 collection	and	analysis	into	 the	 research	 can	 help	 to	 greatly	 increase	 the	 accuracy	 and	objectivity.						
1.2	 Theoretical	 framework	 for	 sociological	 studies	 of	 translation	
paratexts	












































her	case	studies	are	reductive	nevertheless.		In	 many	 of	 the	 previous	 attempts	 to	 adapt	 Bourdieu’s	sociological	theory	to	translation	studies,	one	of	the	major	problems	is	the	 failure	 to	 establish	 the	 role	 of	 the	 institutions	 due	 to	 the	 lack	 of	concrete	 data.	 The	 discussions	 on	 the	 linguistic	 profiles	 or	 the	 more	general	 social	 conditions	 are	 less	 able	 to	 provide	 evidence	 of	 how	specifically	 the	 institutions	 react	 to	 the	 struggles	 in	 the	 field.	 This	drawback	 found	 in	 a	 lot	 of	 previous	 research	makes	 it	 worthwhile	 to	test	how	 the	discussion	of	paratexts	 can	 contribute	 to	 the	 sociological	approach	of	translation	studies	since	they	are	more	direct	reflections	of	the	 decisions	 made	 by	 institutions	 and	 where	 their	 investments	 are	concentrated.	 As	 it	 is	 proposed	 by	 Bourdieu’s	 theory	 that	 “the	 field’s	structure	refracts,	much	like	a	prism,	external	determinants	in	terms	of	its	 own	 logic”	 (Johnson,	 1993:	 14),	 paratexts	 are	 also	 a	 kind	 of	 prism	that	refracts	the	capital-pursuing	movements	made	by	publishers	under	the	 influence	 of	 the	 field	 of	 power	 and	 the	 internal	 structure	 of	 the	translation	field.						
1.3	Previous	studies	of	translation	paratexts	












































II.	 The	 translation	 of	 Lady	 Chatterley’s	 Lover	 as	 Social	
Enlightenment		
With	 the	Chinese	 translation	of	Lady	Chatterley’s	Lover	 being	traceable	 back	 to	 the	 1930s,	 this	 literary	work	with	 its	 reputation	 for	eroticism	 has	 attracted	 strong	 attention	 from	 many	 Chinese	 readers.	Despite	it	being	extremely	popular	in	recent	times,	the	translator	of	the	earliest	 translation	 of	 this	 work	 were	 reluctant	 to	 be	 known	 by	 the	public	 for	 his	 engagement	 with	 this	 translation	 task.	 While	 the	translator	 chose	 to	 use	 a	 fake	 name	 with	 nearly	 no	 clue	 to	 his	 true	identity	in	the	translated	book,	he	had	to	pay	to	have	the	book	printed	and	published	since	no	publishing	house	would	accept	this	task	initially	due	to	the	high	risk	in	publishing	a	novel	of	controversy.	Therefore,	this	book	 became	 “selected	 reading	 material”	 with	 “limited	 copies”	 (Chen	Xiaoping,	 2014).	 However,	 this	 situation	 did	 not	 stop	 the	 book	 from	spreading	to	a	 larger	reading	audience	since	the	earliest	 translation	of	




pictures,	a	translators’	preface,	 interviews,	etc.	since	early	versions	are	very	difficult	to	trace	due	to	how	long	ago	they	were	produced.	However,	we	can	still	get	a	glimpse	of	the	promotion	and	acceptance	of	translated	erotic	literary	works	in	the	“Golden	Decade”	(1927-1937)	during	which	a	 significant	 development	 took	 place	 in	 the	 publication	 industry	 in	Republic	 of	 China	 while,	 also	 during	 this	 time,	 a	 great	 clash	 between	Western	and	Chinese	language	and	literature	occurred.					
2.1	The	context	of	the	first	translation	of	Lady	Chatterley’s	Lover		
















The	 specific	 paratextual	 designs	 of	 the	 translations	 of	 Lady	




other	 texts	 are	 ‘intertextually’	 incorporated	 and	 …	 how	 the	 voices	 of	others	 are	 incorporated”.	 The	 internal	 relations	 mainly	 focus	 on	 the	linguistic	 analysis	 of	 the	 texts,	 for	 example,	 the	 “semantic	 relations”,	“grammatical	relations”	or	“vocabulary	relations”	(Fairclough,	2003:	36).	Unlike	other	forms	of	paratexts,	such	as	visual	design	and	blurbs	which	only	 contain	 a	 limited	 amount	 of	 information	 with	 their	 specific	emphasis,	 a	 preface	 can	 provide	 us	 with	 more	 clues	 to	 discover	 the	text’s	interrelationship	with	the	external	environment.	Another	important	method	in	determining	the	function	of	the	translation	 is	 to	 look	at	 its	genre	as	 indicated	by	the	paratexts.	As	 it	 is	suggested	 that	 “genres	 provide	 powerful	 means	 of	 shaping	 discourse	into	 ordered,	 unified,	 and	 bounded	 texts”	 and	 they	 have	 “strong	historical	 associations”	 that	 “bear	 social,	 ideological	 and	 political-economic	 connections”	 which	 are	 connected	 with	 “distinct	 groups	 as	defined	 by	 gender,	 age,	 social	 class,	 occupation”	 (Briggs	 and	 Bauman,	1992:	 147),	 the	 study	 of	 genre	 can	 provide	 us	 with	 more	 insights	 in	understanding	 the	 target	 readership,	 the	 social	 purpose	 of	 this	translation	 and	 the	 re-contextualisation	 of	 the	 eroticism	 in	 Lady	




own	analysis	on	the	source	text/author	and	the	“socio-cultural	context”	(Dimitriu,	2009:	195).	By	combining	the	translator’s	own	voice	with	the	other	 forms	 of	 paratexts	 in	 the	 production	 of	 a	 translation,	 we	 can	conceive	 how	 the	 translator’s	 own	 position	 is	 connected	 and	differentiated	from	the	others	in	promoting	this	cultural	product.											 					
2.2.2	Wang	Kongjia’s	 translation	 and	Tian	Di	Ren’s	 interpretation	
of	Lady	Chatterley’s	Lover	in	1936	
	Before	 the	 appearance	 of	 the	 complete	 translation	 of	 Lady	
Chatterley’s	 Lover	 as	 an	 independent	 volume,	 the	 translation	 of	 this	literary	work	was	presented	to	the	Chinese	readers	by	Tian	Di	Ren	(《天
地人》,	Sky,	Earth	and	People),	a	literary	journal	edited	by	Xu	Xu	(徐訏)	who	was	 one	 of	 the	 leading	 figures	 in	 the	 literary	 field	 in	Republic	 of	China.	 Although	 the	 translator,	 Wang	 Kongjia,	 has	 not	 gained	 much	attention	from	society	and	this	journal	was	only	published	in	10	issues,	it	 is	 known	 not	 only	 as	 the	 carrier	 of	 the	 first	 translation	 of	 Lady	
Chatterley’s	 Lover,	 but	 also	 as	 an	 important	 record	 of	 the	 first	interpretation	 of	 this	 literary	 work	 by	 the	 editor.	 Moreover,	 the	 first	academic	 analysis	 from	 Lin	 Yutang	 and	 Yu	 Dafu	 on	 Lady	 Chatterley’s	



























The	 abstract	 symbols	 adopted	 by	 these	 two	 covers	 are	possible	references	of	nature	(deer	on	the	cover	of	Tian	Di	Ren),	balance	(the	 symmetric	 design	 of	 Tian	 Di	 Ren)	 and	 literary	 creations	 (the	symbol	 of	 the	 pen	 and	 the	 ink	 dot	 on	 Xian	 Dai).	 These	 decorations	without	 specific	 indications	 of	 any	 particular	 literary	 genre	 invite	 the	readers	to	explore	the	contents	of	the	book	with	no	narrowed	scope	of	expectation.	As	Lady	Chatterley’s	Lover	was	neutrally	promoted	as	 a	 great	literary	work	in	its	first	publication	in	Tian	Di	Ren,	no	clear	distinction	was	made	between	this	translated	work	and	other	original	created	texts	apart	 from	 the	 slight	 reminder	 given	 by	 the	 appearance	 of	 the	translator’s	 name	 (Wang	 Kongjia).	 The	 translated	 Lady	 Chatterley’s	
Lover	 is	 simply	 categorized	 as	 a	 "full-length	 novel"	 in	 the	 table	 of	contents	 and	 the	quality	of	 the	 translation	was	 severely	 compromised	so	 that	 another	 translator,	 Rao	 Shuyi,	 was	 enraged	 and	 made	 the	decision	 to	 publish	 his	 own	 translation	 in	 the	 same	 year,	 which	 later	became	a	recognizable	cultural	product	in	China.		
2.2.3	 Rao	 Shuyi’s	 translation	 of	 Lady	 Chatterley’s	 Lover	 and	 its	
social	impact	









	Picture	 2.2.3-1	 Rao	 Shuyi’s	 reprinted	 translation	 of	 Lady	




silences	 the	erotic	 aspect	of	 the	 text.	Thus,	 it	 can	be	detected	 that	 the	book	is	not	designed	to	target	those	who	read	for	lewd	entertainment.		The	plain	designed	front	cover	is	also	a	possible	suggestion	of	the	 publisher’s/translator’s	 reluctance	 to	 popularise	 this	 work	 to	 the	general	 public	 as	 it	 does	 not	 perform	 the	 informative	 function	 of	familiarising	the	readers	with	this	imported	text.	This	effort	to	distance	itself	 from	 the	general	public	 and	 the	 indifference	 to	 economic	profits	reflected	by	the	plain	cover	design	are	contributing	to	the	translation’s	reputation	as	a	restricted	product	that	“breaks	with	the	non-producers”	and	only	submits	to	the	criteria	within	the	field	of	restricted	production	(Bourdieu,	1993:	115).	This	intention	is	further	confirmed	by	the	verbal	paratexts	contained	in	the	book.	
2.2.3.1	Prefaces	by	the	original	author	and	the	translator	












individualism	 and	 sexual	 liberty,	Lady	Chatterley’s	Lover	 can	 no	 doubt	be	promoted	as	a	“beacon	in	your	dark	life”	(Rao	Shuyi,	1936/1986:	1)	that	infuses	new	blood	to	the	chaotic	political	situation	and	the	lifeless	minds	 of	 people.	 Based	 on	 Rao	 Shuyi’s	 remark	 on	 his	 purpose	 of	translation,	Lady	Chatterley’s	Lover	 functions	as	 “an	 intruding	external	force	 upon	 a	 specific	 political,	 social,	 literary	 and	 ideological	 social	context”	(Hockx,	1999:39)	since		 …sex	 is	 still	 considered	 as	 a	 mysterious	 matter	 until	now…however,	Lawrence	has	shown	us	a	clear	but	unexaggerated	way	out	in	this	depression…he	holds	the	opinion	that	it	is	not	necessary	to	strive	for	happiness	and	greatness	as	an	individual,	but	it	is	essential	to	 understand	 life	 to	 be	 a	 real	 person	 with	 a	 real	 life…from	“contactness”	and	“togetherness”.	Morality,	customs	and	social	system	restrain	the	natural	development	of	human	nature.	We	need	to	shake	off	from	the	ignorant	taboos	and	to…form	new	morality,	new	society	and	 new	 life	 by	 the	 great	 and	 gentle	 contactness.	 Lady	 Chatterley’s	
Lover	is	a	complete	display	of	Lawrence’s	idea	(Rao	Shuyi,	1936/1986:	2).	 	As	 the	 translator	 does	 not	 avoid	 the	 discussion	 of	 sex	 in	 the	source	text,	he	supports	Lawrence’s	idea	to	see	it	as	a	way	to	relieve	the	mind	control	of	 the	traditional	norms	and	to	seek	possibilities	to	 form	new	 social	 customs.	 This	 effort	 frees	 this	work	 from	 its	 reputation	 of	moral	 corruption	while	 it	 also	 gives	 a	 justifiable	 reason	 of	 the	 source	text	 selection.	 As	 it	 is	 argued	 by	 the	 translator	 that	 “it	 is	 highly	meaningful	to	introduce	this	book	to	the	unenlightened	Chinese	society	and	to	the	Chinese	people	who	have	no	life	but	are	seeking	for	one”	(Rao	Shuyi,	1936/1986:	3),	both	the	source	text	and	the	translation	of	Lady	
















concentrate	on	“the	search	 for	 the	balance	and	harmony	of	humans	 in	themselves	 and	 in	 their	 relations	 to	 other	 humans”	 (Belov,	 2011:44)	regardless	of	 the	false	condemnation	from	the	society.	The	translator’s	preface	 “encourages	 the	 readers	 to	 concentrate	 on	 the	 context”	(Maclean,	1991:	273),	to	a	certain	extent,	so	this	work	can	function	as	a	departure	point	from	which	the	readers	would	consider	the	possibility	of	reconstructing	the	moral	system	in	the	target	culture	and	searching	for	a	cure	to	the	degenerated	society.	
2.2.3.2	Prefaces	by	Yu	Dafu	and	Lin	Yutang	




he	 carried	 out	 his	 analysis	mainly	 from	 two	 perspectives.	 On	 the	 one	hand,	 an	 appreciation	 of	 the	 literary	 value,	 including	 the	 significant	writing	 skills	 of	 Lawrence	 and	 the	 well-knit	 structure	 of	 Lady	
Chatterley’s	 Lover,	 is	 highlighted	 in	 Yu	 Dafu’s	 article,	 saying	 that	 “the	neat	words	and	expressions	(in	Lady	Chatterley’s	Lover)	 impressed	me	particularly”	and	 “the	structure	 is	 scrupulous	and	well-organized	with	distinct	 gradation”	 (Yu	 Dafu,	 1934/1986:	 6).	 Furthermore,	 when	 it	comes	 to	 specific	 features	 of	writing,	 Yu	Dafu	 indicated	 that	 “people’s	action	 and	 emotion	 are	meticulously	 described”	while	 “the	 social	 and	natural	 environment	 are	 also	 presented	 without	 oversight”	 in	 Lady	




	In	 this	 part	 of	 the	 comment,	 the	 competence	 in	 erotic	descriptions	in	Lady	Chatterley’s	Lover	is	not	seen	as	obscene	by	Yu	Dafu,	who	gave	it	high	praise	by	using	 Jin	Ping	Mei	as	a	comparison.	 Jin	Ping	












their	sensational	writings.	The	last	thing	I	want	is	to	see	Lawrence	be	mentioned	in	the	same	breath	with	them.”	(Lin	Yutang,	1936)		By	stating	his	harsh	criticism	of	the	works	in	popular	culture,	the	 translator	 repeatedly	 indicates	 that	 this	 translation	 should	 not	 be	categorised	 in	 this	 genre.	 At	 the	 same	 time,	 the	 preface	 gives	 the	translator	 an	 opportunity	 to	 express	 his	 “political	 and	 personal	 bias”	(Pellatt,	2013:	92)	while	“readers	(in	the	case	of	Rao	Shuyi’s	translation,	the	 elite	 group)	 whose	 opinion	 and	 interpretation	 is	 decisive	 for	 the	reception	and	incorporation	of	the	text	in	the	target	literary	system”	are	addressed	to	(Buendia,	2013:	154).							Likewise,	 eroticism	 is	 also	 one	 of	 the	 central	 topics	 in	 Lin	Yutang’s	preface.	Unlike	Yu	Dafu’s	article,	which	mainly	 focuses	on	the	aesthetic	value	of	the	depictions	of	the	erotic	scenes	and	interprets	it	as	a	result	of	the	empty	emotional	life,	this	preface	is	more	concerned	with	its	social	influence	and	philosophical	meaning.	Unexceptionally,	Jin	Ping	




Mei	 describes	 intercourse	 simply	 as	 intercourse	 while	 Lawrence’s	depiction	on	intercourse	extends	to	the	analysis	of	human	heart.	It	is	these	 descriptions	 become	 the	major	 artistic	 elements	 in	 the	whole	book.	Although	they	do	not	show	up	as	frequently	as	those	in	Jin	Ping	




can	 only	 be	 appreciated	 superficially	 while	 that	 of	 Lady	 Chatterley’s	




scholars	 that	 he	 might	 be	 Zhu	 Guangqian,	 a	 famous	 writer	 and	translator	who	studied	abroad	in	the	UK	and	France	between	1925	and	1933	(the	translator’s	own	statement	of	the	translation	being	translated	from	 both	 the	 original	 English	 version	 and	 the	 French	 translation	 of	
Lady	 Chatterley’s	 Lover	 further	 support	 this	 argument).	 The	 preface	strongly	 supports	 Lawrence’s	 artistic	 vision	 of	 promoting	 the	 idea	 of	“art	 for	 my	 sake”	 (Lawrence	 quoted	 in	 Hei	 Ma,	 2014).	 This	 partial	revelation	 of	 the	 translator’s	 identity	 in	 the	 translator-controlled	paratexts	 suggests	 the	 translator’s	willingness	 to	 identify	 himself	 as	 a	translator	 and	 make	 himself	 visible	 in	 the	 discussion	 of	 professional	norms.	
2.3	 The	 interactions	 between	 the	 paratexts,	 translation	 field	 and	
the	social	context	in	the	1930s	in	China	
Based	on	the	above	analysis	of	the	paratexts	of	the	translations	of	Lady	Chatterley’s	Lover	in	the	context	of	China	in	the	1930s,	there	are	four	main	conclusions	we	can	draw	from	the	paratextual	features.		The	 first	 one	 concerns	 the	 positioning	 of	 Lady	 Chatterley’s	




120).	 As	 it	 is	 indicated	 that	 the	 source	 text	 should	 be	 appreciated	 by	members	of	high	society	and	the	translation	is	targeting	an	elite	young	group	 who	 were	 expecting	 to	 appreciate	 social	 enlightenment,	 the	paratexts	exclude	the	general	public	from	its	target	readership.		As	the	translation	is	defined	as	a	restricted	artistic	production	with	 specific	 social	 purposes,	 the	 eroticism	 is	 also	 portrayed	 as	something	 that	 is	 not	 simply	 erotic.	 Although	 it	 is	 admitted	 in	 the	paratexts	 that	 the	 descriptions	 of	 sexual	 affairs	 in	 Lady	 Chatterley’s	
Lover	possess	literary	value	as	they	remind	people	of	their	demands	for	a	vivid	 life,	 the	 interpretations	generally	go	beyond	a	discussion	of	the	aesthetic	meaning	and	highlight	its	potential	influence	on	society.	Firstly,	this	effort	made	by	the	publisher,	the	translators	and	the	reviewers	can	be	seen	as	a	desperate	call	 for	enlightenment	 in	the	chaotic	social	and	political	 situation	 when	 China	 was	 suffering	 from	 national	 and	international	 threats.	As	eroticism	in	 literary	works	 is	one	of	 the	most	prominent	 methods	 to	 catch	 the	 readers’	 attention	 and	 express	 the	intentions	of	the	author,	it	is	possible	that	the	translators	also	wished	to	make	use	of	this	feature	to	arouse	people’s	desire	to	seek	a	cure	for	the	diseased	 society.	Thus,	 the	paratexts	during	 this	 time	might	 appear	 to	be	 indifferent	 to	 the	 commercial	 value	 of	 the	 product	 without	 many	persuasive	“operative	texts”	(Reiss	quoted	by	Munday,	2012:	112).	Secondly,	 apart	 from	 viewing	 the	 translation	 of	 Lady	

















translations:	 Lady	 Chatterley’s	 Lover	 and	 Lolita	
publications	between	the	1950s	and	early	1980s	
After	the	 first	 translation	and	publication	of	Lady	Chatterley’s	
Lover	 in	 the	1930s,	 the	time	period	between	the	1950s	and	the	1980s	witnessed	 a	 growing	 number	 of	 publications	 of	 erotic	 literary	 works,	including	the	translated	Lady	Chatterley’s	Lover	and	Lolita.		The	reproduction	and	circulation	of	Lady	Chatterley’s	Lover	 in	Mainland	 China,	 Hong	 Kong	 and	 Taiwan	 was	 carried	 out	 in	 multiple	ways,	 including	 reprinting	 (Hong	Kong	and	Taiwan)	and	hand-copying	(Mainland	 China).	 During	 this	 process,	 the	 promotional	 strategies	started	 to	 conflict	 with	 the	 strategies	 of	 the	 first	 publications	 in	 the	1930s.	 During	 these	 three	 decades,	 this	 translated	 work	 was	 mostly	consumed	 as	 unadulterated	 pornography	 that	 was	 distributed	 to	 the	public	 through	 plagiarised	 publications	 and	 handwritten	 copies	while	the	name	of	 the	 translator	was	abused	 terribly	when	 it	was	erased	or	replaced	 by	 other	 names	 on	 the	 cover.	 Thus,	 the	 public	 perception	 of	this	work	transitioned	from	it	being	seen	as	a	serious	literary	creation	to	symbolic	pornography.			Another	remarkable	work,	Lolita	(translated	by	Zhao	Erxin),	in	the	 history	 of	 the	 translation	 of	 eroticism	 was	 published	 in	 1964	 in	Taiwan.	These	 two	works	became	competing	products	while	 they	also	intertextually	referred	to	each	other	in	their	promotional	materials.	The	appearance	 of	 Lolita	 provides	 us	 with	 new	 paratextual	 features	 as	research	 objects	 to	 observe	 the	 change	 in	 people’s	 interpretation	 and	acceptance	of	eroticism	in	a	more	commercialised	social	context.	On	the	one	 hand,	 the	 paratexts	 of	Lolita	 can	work	 as	 supporting	materials	 to	generalise,	 to	 a	 certain	 degree,	 what	 is	 found	 from	 Lady	 Chatterley’s	




(in)visibility	 of	 the	 publisher	 in	 an	 originally	 created	 translation	 and	that	of	the	plagiarised	versions.							By	 looking	 at	 the	 paratextual	 features	 of	 Lady	 Chatterley’s	
Lover	and	Lolita	between	the	1950s	and	the	early	1980s,	 it	 is	possible	for	 us	 to	 gain	 a	 better	 understanding	 of	 the	 translation	 field	 and	 the	publication	 industry	 in	 two	main	aspects.	First	of	all,	 the	 large	shift	 in	translation	 purpose	 provides	 us	 a	 crucial	 viewpoint	 in	 studying	 how	social	and	political	changes	can	affect	 the	genre	of	a	 literary	work	and	how	physical	presentation	of	a	book	can	redefine	its	profile	as	a	cultural	product.	 Secondly,	 the	 translation	 and	 publication	 of	 eroticism	 were	simultaneously	carried	out	in	three	areas	with	intimate	cultural	relation	but	 with	 different	 geographical	 and	 political	 environments.	 In	 this	circumstance,	 the	paratexts	of	 these	 two	books	can	reflect	 the	cultural	communication	and	the	political	isolation	between	these	three	areas.			Due	to	the	Great	Proletarian	Cultural	Revolution	between	the	1960s	 and	 the	 1970s	 in	 Mainland	 China	 and	 the	 political	 isolation	between	Mainland	 China	 and	 Taiwan,	many	 publications	 of	 these	 two	works	during	this	period	were	either	destroyed	or	lost.	Only	one	copy	of	a	 translation	 of	 Lolita	 can	 be	 located,	 while	 no	 physical	 copy	 of	 Lady	
Chatterley’s	 Lover	 can	 be	 found.	 Fortunately,	 there	 are	 still	 visual	materials	 of	 the	 paratexts	 of	 the	 translated	Lady	Chatterley’s	Lover	 on	the	Internet,	such	as	photos	of	the	cover	design	and	stills	of	a	movie	in	which	 Lady	 Chatterley’s	 Lover	 was	 used	 as	 a	 prop.	 These	 visual	 and	verbal	materials	can	serve	as	supporting	evidence	when	discussing	the	features	of	the	paratextual	design	of	this	time	period	while	they	should	also	 be	 considered	 as	 a	 part	 of	 the	 distant	 paratexts	 by	 which	 the	translation	 is	 defined	 and	 accepted.	 In	 the	 case	 of	 the	 translation	 of	





3.1	 The	 context	 of	 the	 translation	 of	 Lady	 Chatterley’s	 Lover	 and	
Lolita	between	the	1950s	and	the	early	1980s	
Due	to	the	political	environment	in	China	during	this	period,	a	discussion	of	 the	 context	 of	 the	 translations	of	Lady	Chatterley’s	Lover	and	Lolita	 needs	 to	 be	 divided	 into	 three	 parts.	 Since	Hong	Kong	was	still	 a	 British	 colony	 and	 Taiwan	 was	 under	 the	 control	 of	 Chinese	Nationalist	 Party	 (Kuomintang),	 the	 literary	 field	 in	 Mainland	 China,	Hong	Kong	and	Taiwan	went	through	different	courses	of	development,	but	they	also	interact	with	one	another	in	many	ways.		
3.1.1	The	social	context	and	the	literary	field	in	Mainland	China	








works,	including	those	that	were	concerned	with	individual’s	emotional	and	 physical	 needs,	 apart	 from	 those	 that	 were	 submissive	 to	 the	dominant	 ideology.	 Consequently,	 authorship	 and	 the	 translatorship	were	largely	overlooked	by	the	public.		However,	 this	 extreme	 political	 context	 still	 failed	 to	completely	eliminate	the	diversity	of	the	literary	field.	While	the	official	publications	 were	 tightly	 controlled	 by	 the	 dominant	 ideology,	 other	forms	of	 literary	 creation	existed	off	 the	 radar	of	 the	political	powers.	Between	 the	 1960s	 and	 1980s,	 especially	 in	 the	 period	 of	 the	 Great	Proletarian	 Cultural	 Revolution,	many	 literary	works	were	 considered	as	 threats	 to	 the	 revolution	 and	 were	 destroyed.	 In	 order	 to	 fulfil	people’s	 demands	 for	 literary	 consumption,	 a	 large	 amount	 of	handwritten	 copies	 were	 produced	 and	 distributed	 among	 readers,	especially	young	readers.	In	these	handwritten	books,	romance	was	one	of	 the	 most	 popular	 topics	 with	 its	 works	 being	 divided	 into	 two	categories.	Some	concentrated	on	“the	description	of	people’s	love	life…	and	dance	with	the	shackle	of	the	revolutionary	spirits”	while	the	others	represented	“explicit	descriptions	of	sexuality	without	any	concern	for	the	cultural	taboos”	(Yang	Jian,	2009).	Famous	examples	of	handwritten	texts	 include	 The	 Heart	 of	 a	 Young	 Girl	 (《少女之心》),	 A	 Pair	 of	
Embroidered	 Shoes	 (《一双绣花鞋》),	 The	 Second	 Handshake	 (《第二次握
手》)	as	well	as	Rao	Shuyi’s	translation	of	Lady	Chatterley’s	Lover.	It	was	recalled	by	many	people	who	lived	through	that	period	that:	“the	hand	copies	of	Lady	Chatterley’s	Lover	were	passed	down	from	their	fathers”;	“Lady	 Chatterley’s	 Lover	 might	 be	 the	 first	 book	 that	 comes	 to	 mind	when	 erotic	 literature	 is	 mentioned”	 and	 it	 is	 “very	 explicit”	 (Chen	Xiaoping,	2014).		Although	 the	 paratexts	 of	 the	 hand-copied	 Lady	 Chatterley’s	




already	become	a	symbolic	cultural	product	in	that	historical	period.	As	a	 special	 form	 of	 literary	 creation,	 the	 handwritten	 copies	 expressed	people’s	“fear	and	curiosity	towards	the	world	of	their	enemies”	(Yang	Jian,	2009)	and	they	were	created	primarily	for	personal	collection	and	appreciation.	Thus,	this	historical	period	is	the	only	one	that	witnessed	a	 complete	 indifference	 to	 the	 financial	 value	 of	 cultural	 product	circulation	while	it	is	also	the	one	in	which	more	readers	had	access	to	this	translation	and	started	to	redefine	its	genre.			
3.1.2	 The	 social	 context	 and	 the	 literary	 field	 in	 Hong	 Kong	 and	
Taiwan	
















contact	 with	 western	 modernist	 literary	 works	 (Bai	 Xianyong,	 2012).	Many	of	 these	 translations	were	published	 in	 literary	 journals	 such	as	
Modernist	Literature	(《现代文学》)	by	non-professional	translators.	The	introduction	of	these	works	during	this	period	could	be	one	reason	for	the	continuing	popularity	of	Lady	Chatterley’s	Lover	in	Taiwan.						However,	Taiwan	in	its	post-war	period	also	experienced	chaos	in	 the	management	of	publishing	 industry,	 including	 the	publishing	of	translated	 works.	 As	 the	 number	 of	 qualified	 translators	 was	insufficient	 to	 accomplish	 translation	 tasks	 and	 “reprinting	 previous	works	 does	 not	 require	 the	 participation	 of	 authors	 and	 translators”,	many	 publishers	 chose	 to	 produce	 reprinted	 or	 pirated	 versions	 to	reduce	 the	 cost	 since	 they	did	 not	 need	 to	 “pay	 contribution	 fees	 and	royalties”	(Chen	Junbin,	2002:16).		When	 it	 came	 to	 the	 1960s	 and	 1970s,	 with	 the	 rise	 of	 the	market	 economy,	 the	 degree	 of	 political	 control	 over	 the	 literary	 field	was	weakened	 and	 the	 publication	 of	 translated	works	 experienced	 a	rapid	growth.	However,	it	was	observed	that	“the	phenomenon	of	piracy	was	 becoming	 increasingly	 severe”.	 Since	 “the	 foreign	works	were	not	covered	 by	 the	 copyright	 law”,	 many	 publishers	 would	 “consider	translation	 as	 their	 major	 source	 of	 financial	 income”	 and	 the	translation	field	was	blighted	by	“an	evil	trend	of	rushed	translation	and	casual	 translation”	 in	 order	 to	 compete	 for	 readers’	 attention	 at	 the	lowest	 cost	 (Chen	 Junbin,	 2002:	 28).	 This	 negative	 trend	 was	maintained	throughout	the	1980s,	during	which	translation	quality	was	severely	compromised	in	the	competition	for	financial	capital.		An	 analysis	 of	 the	 translations	of	Lady	Chatterley’s	Lover	 and	




contexts.	As	the	literary	field	in	China	(Mainland	China,	Hong	Kong	and	Taiwan)	 went	 through	 its	 second	 turning	 point	 since	 the	 May	 4th	Movement	in	1919	(in	which	the	use	of	modern	vernacular	Chinese	was	proposed	by	many	scholars)	between	 the	period	of	 the	1950s	and	 the	early	 1980s	 owing	 to	 the	 huge	 changes	 in	 political	 and	 social	environment,	 the	 translation	 of	 Lady	 Chatterley’s	 Lover	 and	 Lolita	 as	“dependent	variables”	 started	 to	 shift	 from	producer-oriented	product	to	 a	 consumer-oriented	 product,	 in	 which	 “the	 consumer	 helps	 to	produce	the	product	he	consumes”	(Bourdieu,	1984:	94).	This	is	also	a	period	 in	 which	 the	 tension	 between	 the	 political	 control	 and	 the	literary	 creation	was	most	 severe	 in	Mainland	 China.	 As	many	works	like	 Lady	 Chatterley’s	 Lover	 and	 Lolita	 had	 to	 exist	 and	 survive	 in	irregular	 forms	outside	of	 the	official	publication	 industry,	 the	reading	experience	 of	 these	 works	 was	 no	 doubt	 imposed	 on	 people’s	 later	opinions	when	positioning	them	in	the	market	and	literary	history.	
3.2	 Reproducing	 Lady	 Chatterley’s	 Lover	 as	 a	 peephole	 to	 the	
“forbidden”	world	




Unfortunately,	since	the	handwritten	copies	were	not	officially	published	and	recorded,	those	copies	of	Lady	Chatterley’s	Lover	can	no	longer	be	located	either	in	physical	or	digital	form.	However,	pictures	of	other	handwritten	copies,	such	as	The	Heart	of	a	Young	Girl	(《少女之心》)	and	A	Pair	of	Embroidered	Shoes	(《一双绣花鞋》)	that	belong	to	the	same	type	 can	 be	 located	 on	 Internet.	 The	word	 “type”	 is	 an	 archaeological	term	which	refers	to	a	methodology	of	grouping	artefacts	“on	the	basis	of	a	consistent	patterning	of	attributes	of	the	materials	or	events”	(Hill	and	 Evans,	 1972:	 233)	 and	 it	 “enables	 the	 investigator	 to	 group	specimens	 into	bodies	which	have	demonstrable	historical	meaning	 in	terms	 of	 behaviour	 patterns”	 (Krieger,	 1944:	 272).	 Although	 they	 are	only	 indirect	 evidence	 for	 observing	 the	 features	 of	 Lady	 Chatterley’s	




stripped	 of	 their	 identity	 as	 merchandise	 that	 requires	 proper	packaging	before	it	was	presented	to	consumers.		Secondly,	 it	 is	 observed	 that	many	 of	 the	 hand-copied	works	were	 simultaneously	modified	while	 they	were	 copied	by	 the	 readers.	As	most	of	 the	handwritten	copies	were	 “created	anonymously”,	many	readers	 would	 “do	 modifications	 to	 the	 works	 based	 on	 their	 own	literary	 skills	 and	 life	 experience”	 (Xiao	 Min,	 2009:	 42).	 This	phenomenon	 is	 reasonable	 in	 this	historical	 condition	since	an	author	would	choose	to	eliminate	his/her	name	from	the	physical	presentation	of	his/her	works	in	order	to	avoid	possible	political	persecution.	While	the	readers	participated	in	the	recreation	of	the	literary	works	they	had	access	to,	the	boundary	between	the	author	and	the	reader	was	blurred	and	 the	 literary	 works	 became	 a	 result	 of	 “group	 labour”	 (Wang	 Lu,	2012:	187).	Based	on	this	situation,	it	is	reasonable	to	believe	that	Lady	




these	illegal	writings;	these	handwritten	copies,	both	originally	created	and	translated,	expressed	a	 feeling	of	“admiration	and	 longing”	 for	the	outside	world	(Wang	Lu,	2012:	189).	Since	 the	 handwritten	 copies	 were	 produced	 by	 individuals	without	 any	 professional	 design,	 there	 were	 no	 specific	 norms	 to	comply	 with	 in	 the	 paratexual	 design	 apart	 from	 the	 individual’s	personal	 preference	 or	 financial	 status.	 Unlike	 the	works	 produced	 in	other	 periods,	 the	 handwritten	 copies	 cannot	 be	 considered	 as	commercial	goods	since	they	were	not	priced	and	designed	for	sale.	In	addition,	they	also	illustrated	how	the	boundary	between	the	paratexts	and	 texts	 were	 blurred	 because	 the	 hand-writing	 styles	 presented	 by	the	 text	 can	 also	 perform	 as	 a	 kind	 of	 paratexts	 that	 mystified	 these	texts	to	a	large	extent.		Based	 on	 the	 available	 visual	 materials	 as	 well	 as	 other	records	 of	 the	 handwritten	 copies,	 there	 are	mainly	 two	 features	 that	can	 be	 observed	 in	 these	 products.	 The	 first	 and	 the	 most	 obvious	feature	 is	 that	a	 lot	of	handwritten	copies	were	made	on	an	economic	basis	since	many	people	were	in	a	poor	financial	situation.	For	example:		





	 	Picture	3.2-2	 the	 cover	of	A	Pair	of	Embroidered	Shoes	(ifeng,	2009)	 	














literary	products	from	this	time	period,	we	may	find	that	many	features	in	these	copies	do	not	comply	with	the	norms	observed	in	any	literary	field	 with	 a	 certain	 degree	 of	 autonomy.	 First	 of	 all,	 although	 the	production	of	 the	handwritten	copies	 in	 the	Great	Proletarian	Cultural	Revolution	 holds	 a	 very	 indifferent	 attitude	 towards	 economic	 capital	and	 various	 strategies	were	 taken	 to	 avoid	 people’s	 attention	 so	 they	were	 only	 distributed	 among	 peer	 groups,	 the	 reason	 for	 this	indifference	 to	 the	 economic	 world	 is	 not	 the	 same	 with	 that	 of	restricted	products.	As	most	of	 the	handwritten	copies	were	produced	to	 seek	 instant	 pleasure	 or	 vulgar	 entertainment,	 the	 consumption	 of	these	products	is	“more	or	less	independent	of	the	educational	level	of	the	 consumers”	 and	 it	 is	 the	 same	 to	 that	 “in	 the	 field	 of	 large	 scale	cultural	production”	(Bourdieu,	1993:	120).		However,	they	could	not	be	totally	categorised	as	part	of	large-scale	 cultural	 production	 either.	 Although	 the	 producers	 did	 obtain	 a	“subordinate	 position	 in	 relation	 to	 the	 controllers	 of	 production	 and	diffusion	 media”	 and	 their	 readers	 were	 a	 “socially	 heterogeneous	public”,	 they	 were	 not	 designed	 for	 sale	 and	 did	 not	 “obey	 the	imperatives	of	competition	for	conquest	of	the	market”	(Bourdieu,	1993:	125).	This	passive	abandoning	of	commercial	benefit	and	the	absence	of	the	 external	 support	 from	 the	 political	 environment	 results	 in	 the	simplified	 and	 personalised	 paratextual	 design	 as	 well	 as	 the	authors/translators	 being	 of	 low	 profile.	 These	 features	 altogether	created	a	“mysterious	style”	and	“a	thrill	of	adventurous	alliance”	(Xiao	Min,	2009:	44)	 in	these	handwritten	copies.	These	cultural	 labels	have	overshadowed	 their	 profile	 long	 after	 the	 Great	 Proletarian	 Cultural	Revolution,	even	if	they	were	later	officially	accepted	and	published.	For	example,	 a	 collection	 of	 hand-copied	 works	 called	Undercurrent	 (《暗









individual	 books	 were	 designed	 undoubtedly	 influenced	 the	 readers	who	 had	 access	 to	 it.	 On	 the	 one	 hand,	 the	 genre	 of	Lady	Chatterley’s	
Lover	 can	be	 easily	 altered	 from	a	 restricted	 literary	work	 to	 a	 vulgar	one	due	to	the	major	aim	of	the	handwritten	copies	as	a	way	to	relieve	pressure	 and	 seek	 novelty.	 As	 many	 of	 the	 readers	 in	 that	 historical	moment	 were	 less	 educated	 and	 may	 have	 little	 prior	 knowledge	 of	







Compared	 to	 the	 restricted	 political	 environment	 and	 the	tightly	 controlled	 market	 in	 Mainland	 China,	 a	 comparatively	 more	dynamic	market	and	a	more	relaxed	political	environment	in	Hong	Kong	and	Taiwan	allowed	more	 space	 for	 the	publication	and	 translation	of	works	of	various	topics,	including	Lady	Chatterley’s	Lover	and	Lolita.	As	a	 result,	 several	 more	 versions	 of	 Lady	 Chatterley’s	 Lover	 were	published	 in	 Taiwan	 and	 Hong	 Kong	 and	 Taiwan	 witnessed	 the	 first	translation	of	Lolita	in	1964.	
3.3.1	The	1953	publication	of	Lady	Chatterley’s	Lover	in	Taiwan	
It	 is	 found	 that	 most	 of	 the	 Taiwan	 “translations”	 of	 Lady	
Chatterley’s	Lover	 between	 the	1950s	and	 the	1980s	are	unauthorised	re-printings	 of	 Rao	 Shuyi’s	 version	 with	 a	 new	 package	 and	 a	 fake	translator’s	 name	 on	 their	 cover.	 The	 cover	 of	 the	 first	 publication	 of	
Lady	Chatterley’s	Lover	in	Taiwan	in	1953	reveals	several	large	betrayals	to	the	source	text	as	well	as	the	translation	it	was	copied	from.	The	most	obvious	ones	are	a	simplified	title	changed	from	Lady	Chatterley’s	Lover	to	Lady	Chatterley	 (《查理夫人》)	and	a	fake	translator’s	name,	Li	Er	(李













same	 time,	 the	 image	 is	 more	 realistic	 than	 the	 previous	 design,	showing	more	details	of	the	major	characters	so	that	the	theme	and	the	genre	 of	 the	 story	 are	 clearly	 indicated.	 The	 “symbolic	 sign”	 of	 two	(naked)	 characters	 hugging	 each	 other,	 as	 well	 as	 the	 accompanying	textual	 paratext,	 can	 bring	 to	mind	 conventionalised	memory	 so	 they	can	easily	relate	it	to	morally	challenging	affairs	(Rose,	2012:	78).	
3.3.2	Translation	and	publication	of	eroticism	between	1960s	and	
1980s	in	Taiwan	
After	the	1953	publication	of	Lady	Chatterley’s	Lover	in	Taiwan,	the	 translation	 and	 publication	 of	 erotic	 works	 continued	 throughout	the	 following	 three	 decades.	 Apart	 from	 Lady	 Chatterley’s	 Lover	remaining	 a	 popular	 choice,	 Taiwan	 witnessed	 the	 publication	 of	 the	first	 translation	 of	 Lolita	 in	 1964.	 The	 republications	 of	 Lady	
Chatterley’s	 Lover	 were	 still	 dependent	 on	 Rao	 Shuyi’s	 translation	without	authorisation	while	the	publishers	presented	different	degrees	of	visibility	compared	to	the	1953	publication.		Generally	 speaking,	 the	 promotion	 of	 Lolita	 and	 Lady	




be	known	and	memorised	from	the	infinite	variety	of	things	that	are	in	the	world”	(Beasley	and	Danesi,	2002:	38).		The	reference	to	the	previous	well-known	concept	is	revealed	in	 Lolita	 by	 mentioning	 the	 name	 of	 another	 writer	 together	 with	Nabokov	 so	 that	 the	 reputation	 of	 the	 former	 can	 be	 borrowed	 to	promote	 this	 comparatively	 lesser-known	work.	 It	 is	 claimed	 that	 the	author	of	Lolita,	Nabokov,	possesses	a	talent	that	is	“more	extraordinary	than	the	talent	of	Wilde,	and	more	easily	condemned”	(“比王尔德的天才更




	Picture	3.3.2-1	Lolita	published	in	1978	in	Taiwan,	 translated	by	Zhao	Erxin																Similar	 strategies	 can	 be	 found	 in	 another	 version	 of	 Lady	
Chatterley’s	Lover	published	in	1982	by	De	Hua	Publishing	House	(also	a	plagiarised	 version	 of	 Rao	 Shuyi’s	 translation).	 In	 this	 case,	 the	connection	 is	 intertextually	made	between	Lady	Chatterley’s	Lover	 and	the	 symbolic	 Chinese	 work	 of	 eroticism,	 Jin	 Ping	Mei	 (《金瓶梅》).	 By	positioning	 it	 as	 a	 “Western	 Jin	Ping	Mei”,	 the	publisher	has	 efficiently	made	this	piece	of	blurb	both	informative	(suggesting	the	genre	and	the	theme	of	the	story)	and	expressive	(making	the	work	more	tempting	by	relating	it	to	a	well-known	erotic	work	in	the	target	culture).	Although	many	 previous	 interpretations	 had	 repeatedly	 pointed	 out	 that	 Lady	




author	in	the	target	culture	is	similarly	referred	to	by	the	blurb	of	this	version.	 By	 stating	 that	 this	 book	 is	 “sincerely	 recommended	 by	 Lin	Yutang”	 (“ 林 语 堂 郑 重 推 荐 ”),	 the	 blurb	 achieves	 the	 purpose	 of	consecration	 and	 promotion	 at	 the	 same	 time.	 On	 the	 one	 hand,	 the	readers	 are	 instantly	 made	 aware	 of	 the	 significance	 of	 this	 work	 by	mentioning	of	this	prominent	author.	On	the	other	hand,	the	statement	suggesting	 that	 this	 foreign	 work	 was	 recommended	 by	 a	 culturally	consecrated	figure	can	be	very	influential	 in	preventing	the	work	from	being	censored	by	the	authorities	or	condemned	by	the	public.	





as	a	declaration	saying	 that	 “certain	 fragments	read	 like	a	present-day	sex	education	lesson”	(Goris,	2001),	the	publisher	not	only	related	this	work	 with	 a	 well-accepted	 literary	 creator	 to	 ease	 the	 controversy	caused	 by	 the	 provocative	 topic,	 but	 also	 claimed	 its	 product	 has	educational	value.				










生的恋情”)	 and	 the	 author’s	 writing	 style	 as	 “full	 of	 surprise	 and	gentleness,	with	a	beauty	of	kindness	and	wild	joy”	(“文笔充满奇异而温柔，




3.3.3	 Translation	 and	 publication	 of	 Lady	 Chatterley’s	 Lover	 in	
Hong	Kong	between	the	1950s	and	1980s		









as	 a	 strategy	 to	 convince	 the	 readers	 that	 the	 publication	 is	 not	plagiarised.	 This	 particular	 design	 is	 possibly	 a	 reflection	 of	 the	relationship	 between	 Japan	 and	 Hong	 Kong	 at	 that	 time.	 Although	Mainland	China	 in	 the	post-war	period	was	hostile	 towards	 Japan	and	there	was	nearly	no	exchange	between	these	two	areas,	Hong	Kong	“had	frequent	 commercial	 and	 cultural	 exchanges	 with	 Japan”	 since	 “they	both	held	a	defensive	attitude	 towards	 the	Communist	Party	of	China”	(Kuang	 Jianming,	 2015:	 91).	 As	 Hong	 Kong	 “restarted	 cultural	communications	 with	 Japan	 since	 the	 1940s”,	 it	 gradually	 became	 a	place	where	 “there	was	 a	 complex	 combination	 of	 patriotic	 sentiment	and	Japanese	mania”	(Kuang	Jianming,	2015:	91).	It	can	be	seen	that	the	cultural	field	in	Hong	Kong	during	this	period	allowed	a	huge	space	for	the	 development	 of	 Japanese	 or	 Japanese-like	 products.	 Under	 these	circumstances,	 it	 is	 not	 hard	 to	 understand	 why	 this	 version	 of	 Lady	




possessing	this	product.	However,	 unlike	 Taiwan,	 Hong	 Kong	 witnessed	 an	 original	translation	 of	 Lady	 Chatterley’s	 Lover	 by	 the	 famous	 translator	 Tang	Xinmei	 in	 1982	 by	 Shu	 Hua	 Publishing	 House	 (according	 to	 the	description	 in	 Lai	 Ciyun’s	 research,	 this	 version	was	 also	published	 in	1981.	But	only	a	1982	version	can	be	 found	with	a	picture	of	 its	 front	cover).	 Being	 a	 first	 retranslation	 of	 this	 work	 in	 Hong	 Kong,	 the	paratexts	 show	a	strong	 inclination	 to	 redefine	Lady	Chatterley’s	Lover	from	multiple	aspects.				




painting	of	the	author	instead	of	a	photo,	it	adds	an	artistic	and	classic	effect	to	the	cover.	The	neutral	presentation	of	the	image	of	the	author	makes	 this	 book	 less	 appealing	 to	 those	 who	 read	 for	 vulgar	entertainment	 and	 more	 attractive	 to	 the	 readers	 who	 seek	 literary	appreciation.	This	intention	is	further	supported	by	the	title	and	the	blurbs.	The	most	straightforward	one	is	the	modification	of	the	title.	The	title	of	this	 translation	 is	 modified	 as	 Constance’s	 Lover	 (《康斯坦丝的恋人》)	with	 a	 subtitle	 stating	 “this	 was	 also	 translated	 as	 Lady	 Chatterley’s	
Lover”	(“又译《查泰来夫人的情人》”).	As	this	version	aims	to	redefine	this	work	 with	 a	 different	 title,	 it	 still	 has	 a	 neutral	 or	 even	 positive	relationship	towards	the	first	translation.	This	neutrality	is	possibly	due	to	the	desire	to	lower	the	risk	of	introducing	an	unfamiliar	work	to	the	target	culture	and	instead	draws	on	the	work’s	previous	reputation.		In	addition	to	the	title	and	the	cover	picture,	the	blurb	beneath	the	title	intends	to	provide	a	new	viewpoint	for	interpreting	this	work.	First	of	all,	it	gives	Lawrence’s	work	an	academic	framing	by	saying	that	the	 author	 is	 “deeply	 influenced	 by	 Freud’s	 theory	 of	 psychoanalysis”	(“深受弗洛伊德一派精神分析学的影响”)	 and	 his	work	 focuses	 on	 “the	 issue	of	relationships”	(“着重于两性问题”).	Compared	to	the	other	references	to	the	established	 figures	mentioned	 in	 the	 foregoing	analysis,	 these	 two	verbal	 paratexts	 reveal	 less	 intention	 of	 relating	 to	 popular	 culture;	well-recognised	 individuals	 or	 to	 approach	 the	 target	 readers	 more	efficiently,	 instead	 they	 are	 concentrating	 on	 the	 text-oriented	interpretation.			This	 neutral	 style	 of	 interpretation	 is	 further	 carried	 out	 by	the	indication	of	the	function	of	this	book,	saying	it	can	“invite	men	and	women	to	have	a	thorough,	honest	and	pure	thoughts	about	sex”	(“使男




来”)	with	an	educational	purpose	of	inviting	the	readers	to	face	the	topic	that	 “has	 never	 been	 described	 in	 other	 novels”	 (“从来不为小说处理的”).	These	 verbal	 interferences	 on	 the	 reader’s	 perception	 of	 eroticism	 in	this	work	de-categorises	it	from	pornography	and	instead	presents	it	as	a	 revolutionary	 text	 that	 promotes	 a	 more	 serious	 discussion	 on	 the	moral	system.			The	redefinition	of	the	genre	of	this	work	can	also	be	seen	by	it	being	labelled	as	a	member	of	“complete	works	of	world	literature”	(“世
界文学全集”).	Other	works	in	this	series	include	The	Old	Man	and	the	Sea,	






	Picture	 3.3.3-4	Decameron	published	 by	 Shu	 Hua	 Publishing	House	 in	 the	 series	 of	 Complete	 Works	 of	 World	 Literature	 (source:	ruten.com)		




(source:	anobii.com)		It	can	be	perceived	that	as	an	originally	 translated	work,	 this	version	 began	 to	 reemphasise	 the	 literary	 and	 aesthetic	 value,	 in	response	 to	 Rao	 Shuyi’s	 proposal.	 However,	 the	 motivation	 of	 this	repositioning	 still	 differs	 from	 the	 first	 translation.	While	 Rao	 Shuyi’s	translation	 bears	 a	 large	 task	 of	 saving	 the	 nation	 with	 little	consideration	of	its	potential	financial	value,	this	version	is	obviously	a	commodity	that	forces	on	both	its	financial	and	symbolic	capital.	As	the	selected	 works	 in	 this	 series	 all	 give	 a	 general	 introduction	 on	 the	author	and	the	theme	of	the	story	to	ensure	their	readers	easier	access,	it	is	reasonable	to	believe	that	they	are	still	targeting	the	general	public	with	little	intention	of	narrowing	down	the	scope	of	readership.		Although	the	voice	of	the	publisher	was	raised	in	the	paratexts	of	this	version,	the	translator	is	still	invisible	since	his	name	is	not	even	mentioned	on	 the	 front	 cover	 and	 so	 the	profile	 of	 the	 translator	was	still	not	considered	as	a	key	factor	in	presenting	and	promoting	a	book.	As	the	front	cover	design	of	this	series	is	more	author-oriented,	it	seems	that	 the	 publisher	 was	 neglecting	 the	 fact	 that	 there	 is	 a	 translator	behind	all	these	works.	This	phenomenon	might	be	related	to	the	social	context	 in	which	people	 in	Hong	Kong	had	a	high	capability	 in	English	reading	 (Huang	Weiliang,	1994:	94)	and	a	high	acceptance	of	Western	culture.	Thus,	the	translation	field	was	largely	ignored,	and	the	trace	of	domestication	was	less	visible	in	this	series.	
3.4	Constructing	different	images	of	translations	of	eroticism	
Although	 the	 translation	 and	 publication	 of	Lady	Chatterley’s	




retranslation	 and	 repackaging.	 Compared	 to	 Rao	 Shuyi’s	 translation,	which	was	 produced	with	 limited	 copies	 and	was	 targeting	 a	 specific	social	 class,	 Lady	 Chatterley’s	 Lover	 became	 a	 symbol	 of	 sexual	enlightenment	 in	 some	 contexts	 and	 its	 influence	 undoubtedly	 was	broadened	 by	 republications	 and	 its	 appearance	 in	 other	 media.	 For	example,	it	was	used	as	a	prop	in	a	movie	called	Growing	Up	(《小毕的故
事》),	 which	 was	 released	 in	 1983	 in	 Taiwan.	 In	 this	 context,	 this	translated	book	(also	a	plagiarised	copy	of	Rao	Shuyi’s	translation)	was	a	 reference	 to	 a	 teenager’s	 curiosity	 about	 intimate	 relationships	between	adults.	








hand,	 the	 existence	 of	 paratexts,	 not	 just	 the	 basic	 elements	 such	 as	titles	 and	 subtitles,	 but	 also	 illustrations	 in	 the	 unofficial	 and	unpublished	handwritten	copies,	could	imply	that	some	producers	were	expecting	 these	works	would	 attract	 a	 target	 readership	 so	 that	 their	voice	 could	be	heard.	 In	 this	process	of	preservation	 and	distribution,	these	literary	legacies	during	the	Great	Proletarian	Cultural	Revolution	that	acted	as	a	rebellion	to	the	political	dominance,	not	only	contributed	to	the	competition	for	autonomy	in	the	literary	field,	but	also	preserved	or	 added	 to	 their	 reputation	 as	 a	 rebellion	 against	 the	 dominant	ideology	of	their	profile,	which	largely	influenced	the	future	readers.	The	publication	and	translation	of	Lady	Chatterley’s	Lover	and	
Lolita	 in	 Hong	 Kong	 and	 Taiwan	 were	 produced	 in	 their	 respective	markets	 that	were	more	 consumer-oriented.	Based	on	 the	paratextual	features	 in	 these	 two	 works,	 it	 can	 be	 observed	 that	 generally	 two	transitions	took	place	in	the	publication	of	eroticism	within	these	three	decades.		The	 first	and	the	most	obvious	one	 is	 the	 transition	 from	the	“long	 run”	 to	 the	 “short	 run”	 (Bourdieu,	1993:	97)	production	of	Lady	












eye-catching	 promotional	 strategies	 but	 instead	 they	 pay	 more	attention	to	their	legitimacy.	This	shift	in	promotional	strategy	reshaped	the	 image	 of	 these	 two	 translations	 of	 eroticism	 and	 provided	 an	opportunity	for	them	to	be	repositioned	in	the	literary	field.		Although	 the	 translation	 and	 publication	 of	Lady	Chatterley’s	





After	 decades	 of	 secret	 circulation,	 unofficial	 reprinting	 and	unethical	appropriation	of	the	earlier	translated	works,	the	translation	of	Lolita	and	Lady	Chatterley’s	Lover	were	 finally	 at	 a	 point	 in	 history	where	 the	 social	 conditions	 in	 Mainland	 China	 allowed	 the	 official	publications	to	be	distributed	to	the	public.	Even	though	readers	in	the	1980s	were	 fortunate	enough	 to	witness	 this	 epochal	 turning	point	 in	the	translation	history	of	these	two	books,	 it	should	also	be	noted	that	the	 publication	 process	 was	 still	 highly	 tortuous	 due	 to	 the	 unstable	social	 context	 in	 the	post	Great	Proletarian	Cultural	Revolution	period	on	 a	 macro	 level,	 and	 the	 specific	 publication	 barriers	 affecting	 Lady	

















Meanwhile,	 the	 degree	 of	 acceptance	 by	 the	 readers	 also	varied	 based	 on	 their	 educational	 background	 and	 life	 experience.	Although	Chinese	society	saw	the	end	of	the	Great	Proletarian	Cultural	Revolution,	 a	 large	 part	 of	 the	 public	 was	 still	 struggling	 with	 many	distorted	 opinions	 that	 had	 been	 forced	 on	 them.	 The	 stereotyping	 of	multiple	 aspects	 of	 social	 life	 includes	 people’s	 perceptions	 of	 foreign	literary	 works	 that	 had	 been	 banned	 during	 the	 Great	 Proletarian	Cultural	Revolution.	This	can	be	seen	 in	some	representative	works	of	“scar	 literature”.	 The	 Homeroom	 Teacher	 (《班主任》)	 by	 Liu	 Xinwu	marked	 the	 beginning	 of	 the	 creation	 of	 “scar	 literature”	 and	 it	illustrates	 how	 different	members	 in	 a	 school	 reacted	 to	 the	 fact	 that	they	 had	 to	 take	 in	 a	 new	 student	 who	 had	 been	 put	 into	 prison	 for	being	 involved	 in	 a	 gang	 fight	 during	 the	 Great	 Proletarian	 Cultural	Revolution.	 As	 a	 student	 found	 a	 translation	 of	The	Gadfly	 in	 the	 new	student’s	belongings,	she	immediately	jumped	up	and	claimed	that	this	book	 should	 be	 severely	 denounced	 since	 it	 was	 very	 pornographic.	When	she	was	corrected	by	her	homeroom	teacher	who	said	that	“The	

















political	constraints.		 Title		 Time		 publisher	 translator	








and	 Morbid	 Love:	 Lolita	(《堕落与病态的爱——
罗丽塔》)	








perverted	 love	 between	 a	




1989	 Haitian	 Press	(海天出版社)	 Mai	Sui	
Lolita	 (《洛丽
塔》)	 1989	 Zhejiang	Literature	 and	 Art	Publishing	 House	 (浙江
文艺出版社)	
Kong	Xiaojiong	and	 Peng	Xiaofeng	







986	 People’s	 Publishing	House	 (湖南人民出版
社)	
o	Shuyi	
	Table	5-1	publications	of	Lolita	and	Lady	Chatterley’s	Lover	in	the	1980s		Generally,	the	paratexts	in	the	1980s	publications	of	these	two	works	 reveal	 the	 publishers’	 attempts	 to	 increase	 readers’	 or	 the	market’s	 acceptance	 while	 they	 also	 expected	 to	 attract	 people’s	interests	through	the	eroticism.	Compared	to	earlier	publications,	these	versions	 are	 more	 inclusive	 of	 different	 interpretations	 in	 their	paratexts	 and	 the	 voice	 of	 the	 publisher	 is	 included.	 Although	 the	readers	 were	 provided	 with	 more	 guidance,	 it	 can	 be	 detected	 that	many	publishers	in	this	stage	were	still	uncertain	about	the	preference	of	the	market	and	the	outcome	of	their	publication	due	to	the	unsteady	political	 climate	 after	 the	 Great	 Proletarian	 Cultural	 Revolution.	 Thus,	even	 though	these	 translations	were	produced	as	a	result	of	economic	pursuit,	 many	 paratextual	 elements	 were	 designed	 to	 conceal	 this	intention	from	the	readers	and	the	authorities.	
4.1	Titles	and	subtitles:	informative	and	persuasive	
While	the	literal	translation	of	Lady	Chatterley’s	Lover	(《查泰莱









Against	 this	 backdrop,	 these	 three	 subtitles	 are	 designed	 to	give	 “a	 more	 literal	 indication	 of	 the	 theme	 that	 the	 title	 evokes	symbolically	or	cryptically”	(Genette,	1997:	85),	whereas	each	of	 them	has	its	own	penetrating	point.	 In	Huang	Jianren’s	version,	the	title	and	subtitle,	Lolita:	a	note	of	widower’s	remorseful	confession	(《洛丽塔——鳏




the	supervision	of	the	society”	(Na	Xiaoling,	2016:206)	so	they	had	little	chance	to	engage	with	other	males.	If	they	were	caught	having	affairs	or	getting	remarried,	it	would	be	considered	to	bring	great	shame	to	their	family,	 and	 some	 women	 even	 “sacrificed	 their	 life	 to	 preserve	 their	chastity”	(Liu	Feiwen,	2001:	1059).	However,	a	widower	was	faced	with	a	reverse	situation	 if	he	had	 lost	his	wife.	Since	there	were	a	 lot	 fewer	restrictions	 on	widowers’	 personal	 lives,	 specifically	 their	 sex	 lives,	 it	was	 considered	 natural	 and	 even	 highly	 acceptable	 if	 they	 wanted	 to	marry	another	woman.	Therefore,	widowers	“did	not	need	to	especially	avoid	contact	with	other	women	and	they	did	not	need	to	pay	attention	to	 gender	 isolation”	 (Na	 Xiaoling,	 2016:206).	 In	 this	 way,	 they	 could	“live	freely	in	both	the	world	of	being	single	and	having	a	family	life”	(Na	Xiaoling,	2016:206).	Thus,	to	present	Mr.	Humbert	as	a	widower,	instead	of	 a	 paedophile,	 and	 present	 the	 story	 from	 his	 point	 of	 view	 in	 the	subtitle,	it	can	lower	the	risk	of	promoting	love	affairs	since	the	chastity	of	widowers	had	not	been	stressed	in	the	historical	patriarchal	society.		In	 addition,	 this	 subtitle	 might	 also	 have	 the	 intention	 of	making	 an	 intertextual	 reference	 to	 some	 of	 the	 traditional	 literary	works	on	a	similar	theme.	The	mention	of	a	“remorseful	confession”	in	the	 subtitle	 could	 remind	 readers	 of	 some	 historically	 erotic	 or	 once	banned	 literary	 works,	 in	 which	 the	 idea	 of	 karma	 or	 retribution	 is	contained	 in	 their	 titles	or	 contents.	For	example,	Rou	Pu	Tuan	 (《肉蒲
团》),	The	Carnal	Prayer	Mat	(Li	Yu,	1996),	a	well-known	erotic	novel	by	play-wright	Li	Yu	in	Qing	Dynasty,	tells	a	story	of	the	sexual	relationship	and	 love	 affairs	 between	 the	 main	 character	 and	 several	 women.	 In	addition	 to	 its	 main	 title,	 there	 is	 an	 alternative	 title,	 Karma	 or	




attempted	to	persuade	the	readers	 that	 the	main	characters	described	in	the	book	are	of	high	virtue	(unlike	him).		The	 intention	 of	 foregrounding	 the	 idea	 of	 atonement	 or	confession	and	the	attempt	to	justify	the	motivation	of	creation	could	be	an	implication	of	the	creator’s	disagreement	with	what	happened	in	the	story	 or	 his/her	 attempt	 to	 convince	 the	 readers	 that	 he/she	 holds	 a	critical	 attitude	 towards	 the	 immorality	 in	 the	 story.	 Thus,	 these	subtitles	of	a	remorseful	nature	can	function	as	a	form	of	censorship	to	avoid	condemnation	from	society.	This	 idea	of	remorse	and	confession	is	 not	 always	 consistent	with	 the	 text	 but	 is	 imposed	on	 it	 regardless.	While	Mr.	Humbert	is	framed	as	someone	with	a	humble	attitude	and	is	regretful	of	his	behaviour,	 like	 the	narrators	or	 the	main	characters	 in	Chinese	 traditional	 novels	 discussed	 above,	 he	 does	 not	 consider	himself	 to	 be	 disgraceful	 at	 all	 in	 the	 text.	 In	 this	 case,	 although	 the	faithfulness	 in	 summarising	 the	 text	 is	 largely	 compromised	 in	 this	subtitle,	 the	 publisher	 is	 given	 an	 opportunity	 to	 indicate	 that	 the	purpose	 of	 this	 publication	 is	 not	 to	 encourage	 or	 support	 such	behaviours	but	 to	alert	society	and	warn	people	not	 to	engage	 in	such	morally	questioned	affairs.	Thus,	the	motivation	for	publication,	at	least	the	 superficial	 motivation,	 is	 justified	 as	 the	 publisher	 packages	 the	product	 in	 the	 way	 which	 a	 typical	 justification	 for	 pornography	 in	traditional	China	is	carried	out.		This	cautious	censorship	might	be	the	reflection	of	an	earlier	event	 in	 which	 Li	 Jiang	 Publishing	 House	 had	 its	 bid	 to	 publish	 Lady	




work	on	the	promotion	of	Lolita	can	be	viewed	as	a	“distanced	paratexts”	or	 “epitext”	 (Genette,	 1997)	 as	 it	 does	 not	 appear	 directly	 on	 the	physical	package	of	 the	product	but	 it	has	an	 indirect	relevance	 to	 the	product.	 As	 a	 newly	 introduced	 literary	work	 that	 has	 a	 controversial	theme,	this	awareness	of	the	previous	publication	experience	of	similar	works	 can	 be	 a	 very	 important	 reference	 for	 the	 paratextual	 design	since	 it	 locates	 the	 border	 of	 the	 authoritative	 acceptance	 for	 the	publisher	of	Lolita.		Compared	to	Huang	Jianren’s	translation,	there	is	no	evidence	suggesting	 that	 the	publishers	of	 the	other	 translations	were	aware	of	the	 former	 rejection	 by	 the	 authorities	 to	 publish	 Lady	 Chatterley’s	
Lover	 (they	are	also	geographically	distant	 from	each	other).	Thus,	 the	subtitles	of	the	other	two	versions	are	more	audacious	as	they	focus	on	the	 temptation	 function	 through	 the	 descriptive	 function	 as	 well	 as	being	 more	 effectively	 expressive	 on	 the	 surface	 compared	 to	 the	implicitly	suggestive	subtitle	of	Huang	Jianren’s	translation.		At	first	glance,	the	subtitles	of	Hua	Ming	and	Ren	Shengming’s	translation	 and	 Mai	 Sui’s	 translation	 are	 less	 concerned	 with	euphemism	when	indicating	that	this	literary	work	is	highly	obscene.	By	defining	 respectively	 Lolita	 as	 a	 degenerate	 and	 morbid	 Love	 and	 a	




creator	 has	 experienced	 a	 change	 of	 standpoint	 from	 an	 utterer	 to	 a	reviewer	who	align	himself	or	herself	with	some	of	the	readers	to	state	his	 or	 her	 critical	 attitude	 towards	 the	 eroticism	 and	 immorality	described	in	the	text.	The	co-existence	of	presentation	and	connotation	undoubtedly	 highlights	 the	 publisher’s	 effort	 to	 interact	 with	 the	readers	 and	 bring	 them	 closer	 to	 the	 text.	 Additionally,	 it	 may	 be	 an	implication	 of	 the	 publisher’s	 censorship	 by	 conveying	 the	 fact	 that	their	 interpretation	 is	 not	 based	 on	 appreciation	 and	 tolerance	 of	 the	immoral	nature	of	the	text.	The	 features	of	 these	 two	subtitles	are	possible	reflections	of	the	 producer’s	 pursuit	 as	 well	 as	 the	 social	 background	 of	 its	 target	readership.	 Although	 it	 is	 possible	 that	 the	 dysphemistic	 subtitles	contain	the	publisher’s	own	condemnation	of	the	disgracefulness	of	the	text,	 there	 is	no	doubt	 that	 the	 explicitness	 can	 effectively	 answer	 the	demand	 for	 sexual	 liberation	 in	 the	 post	 Great	 Proletarian	 Cultural	Revolution	 period.	 Therefore,	 they	 may	 be	 strongly	 competitive	 in	gaining	 economic	 capital	 while	 the	 symbolic	 capital	 is	 sacrificed	 to	 a	large	 extent	 in	 this	 case.	 In	 contrast,	 the	 subtitles	 of	 high	 readability	contain	less	“implicature”	so	that	the	readers	do	not	put	much	effort	in	interpreting	“more	than	what	is	actually	said”	(Baker,	2011:	64%).	Since	we	 can	 “only	 make	 sense	 of	 new	 information	 in	 terms	 of	 our	 own	knowledge,	beliefs	and	previous	experience	of	both	linguistic	and	non-linguistic	events”	(Baker,	2011:	64%),	these	readable	subtitles,	as	one	of	the	most	 straightforward	 promotional	 strategies	 of	 this	 literary	 work	that	appears	on	the	front	cover,	are	highly	inclusive	of	the	readers	who	are	less	able	to	decode	metaphor-intensive	messages.		
4.1.2	Subtitles	of	 the	translations	of	Lady	Chatterley’s	Lover	 in	 the	
1980s	








impressions	on	this	work	are	manipulated	to	a	certain	extent	when	they	are	presented	a	subtitle	that	intentionally	emphases	a	certain	aspect	of	the	 text.	 Thus,	 the	 idea	 broached	 by	 the	 subtitle	 is	 likely	 to	 form	 the	readers’	 preconception	 before	 they	 open	 the	 book	 as	 well	 as	accompanying	them	throughout	their	reading	(they	may	constantly	pick	out	 the	 parts	 that	 support	 the	 subtitle	 from	 the	 text).	 In	 this	 process,	they	will	possibly	become	constitutive	elements	 in	 forming	Lolita	 as	 a	well-recognised	symbol	in	the	target	culture.								
4.2	 Blurbs:	 simultaneous	 promotions	 of	 literary	 value	 and	
eroticism		
Similar	 to	 the	 pattern	 of	 titles	 and	 subtitles,	 translations	 of	
Lolita	 in	 the	 1980s	 reveal	 a	 heavier	 dependence	 on	 blurbs	 than	 the	translation	 of	 Lady	 Chatterley’s	 Lover.	 While	 translations	 of	 Lolita	provide	 many	 verbal	 messages	 in	 their	 blurbs,	 the	 publisher	 of	 Lady	
Chatterley’s	Lover	says	little	about	their	product	in	this	form	of	paratexts.	It	is	not	hard	to	understand	the	reason	for	this	discrepancy	conforms	to	the	 difference	 in	 subtitle	 usage.	However,	 it	 does	 not	mean	 that	 these	blurbs	are	simply	extensions	of	the	subtitle.	It	can	be	observed	that	the	blurbs	of	 the	1980s	 translations	of	Lolita	 negotiate	more	between	 the	source	text,	the	source	culture,	the	target	text,	the	target	culture	as	well	as	the	target	readership.	
4.2.1	Blurbs	of	Lolita	translations	in	the	1980s	




translations,	 effectively	 de-mystifies	 the	 contents	 of	 the	 text	 by	revealing	the	whole	storyline	diachronically.	As	the	mysteries	in	the	text	are	 largely	 exposed	 to	 the	 readers	 even	 before	 they	 start	 reading,	 it	seems	 like	 these	 publishers	 are	 not	 considering	 the	 reader’s	 curiosity	towards	the	storyline	as	a	major	promotional	device.					On	 the	 contrary,	 many	 publishers	 were	 very	 keen	 on	promoting	Lolita	 from	other	angles,	 in	which	the	second	and	the	third	features	 are	 seen.	 The	 second	 feature	 of	 the	 blurbs	 concerns	 their	intention	of	 invoking	Western	 culture	when	presenting	Lolita,	or	 their	effort	 of	 westernising	 the	 translation	 of	 Lolita.	 The	 most	 obvious	example	 can	 be	 observed	 in	 the	 blurb	 of	 Huang	 Jianren’s	 translation,	which	considers	Lolita	as	a	“must	read	to	understand	western	society”	(“了解西方社会必读”).	 This	 remark,	 regardless	 of	 whether	 it	 is	 an	exaggeration,	is	a	powerful	promotional	strategy	that	complies	with	the	historical	social	context	in	which	people	were	eager	to	gain	access	to	the	outside	 world	 that	 had	 been	 mystified	 by	 the	 previous	 political	constraint.	Thus,	the	text	exceeds	its	scope	as	a	literary	work	that	tells	a	story	 of	 a	 morally	 challenging	 love	 affair	 and	 becomes	 a	 socially	significant	 cultural	 product	 that	 fills	 in	 the	 gaps	 between	 the	 once	enclosed	Chinese	society	and	the	distant	Western	culture.	Further	 to	 this	 claim,	 the	 other	 versions	 also	 convince	 the	readers	 of	 the	 importance	 of	 this	 work	 in	 the	 Western	 countries	 by	presenting	 their	 comments	 as	 a	 part	 of	 the	 paratexts.	 Most	 of	 these	comments	focus	on	introducing	and	promoting	Lolita	as	a	work	of	high	literary	value	and	 the	author	as	one	of	 the	best	 in	 the	history.	To	give	examples,	 a	 comment	describing	Lolita	 as	 a	 “most	 interesting	and	 sad	book”	 by	The	New	York	Times	 is	 selected	 by	 Peng	 Xiaofeng	 and	 Kong	Xiaojiong’s	 translation	 as	 well	 as	 Yu	 Xiaodan’s	 translation;	 The	 New	




quotes	 Esquire	 which	 regards	 Lolita	 as	 “a	 fine	 book,	 a	 distinguished	book---all	 right,	 then---a	 great	 book”	 and	 Peng	 Xiaofeng	 and	 Kong	Xiaojing’s	 translation	 borrowed	 Lionel	 Trilling’s	 comment	 stating:	 “in	recent	 fiction	 no	 lover	 has	 thought	 of	 his	 beloved	 with	 so	 much	tenderness,	 that	 no	 woman	 has	 been	 so	 charmingly	 evoked	 in	 such	grace	and	delicacy	as	Lolita”	(Trilling,	1958:	17).		This	 strategy	 of	 surrounding	 translations	 of	 Lolita	 with	 the	distanced	 paratexts	 that	 were	 originally	 produced	 in	 other	 countries	further	 justifies	 the	 publishers’	 motivation	 since	 the	 source	 text	 is	largely	approved	by	 the	culture	 in	which	 it	 is	embodied.	Furthermore,	by	 presenting	 the	 Chinese	 readers	 with	 foreign	 comments	 at	 the	beginning	of	the	book	might	be	a	strategy	of	foreignisation	that	“retains	the	foreign	flavour	of	the	original”	(Venuti,	1998)	by	revealing	how	this	book	was	promoted	in	the	source	culture.	This	strategy	may	suggest	to	the	readers	that	they	can	form	a	stronger	bond	with	Western	culture	by	possessing	and	reading	this	book.	Thirdly,	 the	 promotion	 of	 the	 literary	 value	 appears	 to	counterbalance	 the	 promotion	 of	 eroticism	 (and	 vice	 versa)	 in	 these	translations	of	Lolita.	 It	 seems	that	 the	publishers	are	using	 these	 two	promotional	aspects	as	leverage	to	make	the	product	look	appealing	to	different	 readerships.	For	example,	Huang	 Jianren’s	 translation	gives	a	remark	on	 the	high	 literary	profile	of	 the	 text	by	 saying	 that	 it	 “had	 it	influence	 on	 many	 other	 novelists”	 (“影响了一大批小说家”)	 by	 its	 “new	structure,	profound	meaning	and	fascinating	writing	style”	(“结构新奇，
寓意丰富，语言绝妙”)	 while	 it	 also	 defines	 Lolita	 as	 an	 “perverted	 love	affair	in	the	foreign	land	and	a	panorama	of	all	people”	(“异乡变态情，芸




for	intellectuals	is	partially	withdrawn	by	the	statement	that	highlights	the	 tabooed	 nature	 of	 the	 text	 and	 its	 inclusiveness	 to	 readers	 with	varied	educational	background.		Meanwhile,	there	might	also	be	the	intention	of	relating	to	the	popular	literary	trend	of	that	historical	moment	by	indicating	that	Lolita	is	 a	 reflection	of	 the	panorama	of	 “all	people”.	After	1985	 in	Mainland	China,	there	was	a	new	form	of	literature	called	“New	Realistic	Fiction”	that	began	to	become	popular.	Within	this	new	form	of	literary	creation,	the	 focus	was	put	on	presenting	 “the	 living	status	of	 the	people	 in	 the	lower	 stratum	 in	 an	 objective	 manner”	 and	 “their	 thoughts	 on	 the	meaning	 of	 life	 by	 describing	 the	 events	 in	 the	 secular	 world”	 (Yang	Jianlong,	1998:21).		Similarly,	 the	 blurb	 in	 Yu	 Xiaodan’s	 translation	 put	descriptions	of	eroticism	in	juxtaposition	to	that	of	the	artistic	value	of	the	book	on	the	front	cover.	When	Lolita	 is	 identified	as	a	“world-class	banned	book”	(“世界级禁书”),	and	”a	book	of	immorality”	(“非道德小说”),	it	is	also	defined	as	“a	classic	work	of	postmodernism”	(“一部后现代主义经典




concealed	 by	 their	 effort	 in	 foregrounding	 the	 literary-appreciable	aspect	of	Lolita.	Apart	from	the	three	features	analysed	above,	Huang	Jianren’s	translation	 in	particular	also	 reveals	 some	other	 factors	 that	 influence	the	 promotion	 of	 Lolita.	 The	 first	 factor	 is	 still	 concerned	 with	 the	epitext	 of	 Lady	 Chatterley’s	 Lover,	 which	 is	 adopted	 as	 a	 referential	object	 to	 efficiently	 illustrate	 the	 theme	 and	 genre	 of	 Lolita	 to	 the	Chinese	 readers.	 By	 saying	 that	Lolita	 “shared	 a	 similar	 experience	 to	
Lady	Chatterley’s	Lover	once	it	was	published”	(“曾和《查太莱夫人的情人》
一样”)	and	it	“was	scolded	as	a	highly	immoral	pornography”	(“被斥为大逆
不道的淫书”)	 on	 its	 back	 cover,	 this	 version	of	Lolita	 further	proves	 the	fact	that	“no	cultural	product	exists	by	 itself”	(Bourdieu,	1993:	33).	As	
Lady	 Chatterley’s	 Lover	 is	 conventionally	 compared	 to	 traditional	Chinese	erotic	works	such	as	 Jin	Ping	Mei	to	gain	a	better	reception,	 it	gradually	 evolved	 from	a	 referrer	 to	 a	 reference	 for	 the	 later	 product,	
Lolita,	 since	 it	might	 have	moved	 from,	 or	 at	 least	 showed	 a	 trend	 of	moving	from,	the	“space	of	position-takings”	to	the	“space	of	positions”	(Bourdieu,	1993)	due	to	its	 long	history	of	translation	in	China	as	well	as	 its	 struggles	 for	 legitimacy	 in	 this	 process.	 By	 actively	 referring	 to	
Lady	Chatterley’s	Lover,	this	blurb	is	a	reflection	of	its	larger	possession	of	the	symbolic	capital	compared	to	translations	of	Lolita	in	China	while	this	new	comer	reveals	a	competitive	determination.	Furthermore,	Huang	Jianren’s	version	of	Lolita	is	also	the	only	one	 that	 discusses	 the	 profile	 of	 the	 translation	 on	 its	 cover.	 As	 it	 is	stated	that	this	version	is	“the	first	complete	translation	in	China”	(“我国




to	 everything	 that	 is	 contained	 in	 the	 source	 text.	 On	 the	 other	 hand,	this	blurb,	as	a	comment	on	the	translation,	might	also	be	“a	struggle	for	the	monopoly	of	legitimate	discourse	about	the	work	of	art”	(Bourdieu,	1993:	 36)	 when	 it	 indicates	 that	 this	 translation	 is	 the	 only	 full	translation	of	the	source	text.			Based	on	this	analysis	of	the	blurbs,	the	most	noticeable	verbal	paratexts	apart	from	the	titles	and	subtitles	surrounding	the	text,	it	can	be	 perceived	 that	 the	 publishers	 at	 this	 historical	 moment	 were	promoting	Lolita	 from	as	many	aspects	as	possible.	They	highlight	 the	eroticism	 on	 the	 book	 jacket	 based	 on	 their	 assumptions	 of	 the	preference	of	their	target	readers.	Due	to	the	nature	of	the	blurbs,	that	require	 the	 publisher	 to	 present	 their	 persuasive	 point	 within	 the	limited	 space	 on	 the	 front	 and	 back	 cover,	 Lolita	 is	 largely	commercialised	by	many	of	the	tempting	blurbs.	However,	the	struggle	for	 economic	 capital	 is	 simultaneously	mediated	 and	 compromised	by	the	 publishers’	 uncertainties	 in	 promoting	 a	 newcomer	 in	 the	 literary	field	 and	 their	 awareness	 for	 necessary	 censorship.	 However,	 it	 is	inevitably	true	that	the	blurbs	that	point	out	the	literary	value	as	well	as	the	 social	 significance	 of	 Lolita	 are	 also	 constitutive	 in	 constructing	
Lolita	into	a	literary	work	with	more	symbolic	power	in	the	literary	field	as	 they	 help	 the	 work	 to	 be	 “known	 and	 recognized	 …	 by	 spectators	capable	of	knowing	and	recognizing	them	as	such”	(Bourdieu,	1993:	37).					
4.3	 Publisher’s	 preface:	 conflicts	 and	 negotiations	 between	 the	
publications	and	the	social	context	




internal	paratexts	that	are	created	by	the	original	author,	the	translator	or	 other	 critics	 who	 volunteered	 or	 were	 commissioned	 by	 the	publisher	to	provide	their	comments	on	the	text,	these	verbal	paratexts	at	 the	 very	 beginning	 of	 the	 book	 are	 produced	 by	 the	 publisher	 as	 a	collective	voice.	The	location	of	these	writing	pieces	takes	the	position	of	an	epigraph	which	normally	appears	“closest	to	the	text,	generally	on	the	 first	 right-hand	 page	 after	 the	 dedication	 but	 before	 the	 preface”	(Genette,	 1997:	 149).	 However,	 these	 writings	 are	 different	 from	 an	epigraph	 in	 both	 form	and	purpose.	 In	 this	 case,	 “publisher’s	 preface”	might	be	a	more	reasonable	choice	as	it	reveals	both	the	addresser	and	the	 location	of	 these	verbal	paratexts.	Among	the	 translations	of	 these	two	 literary	 works	 in	 the	 1980s,	 the	 translation	 of	 Lady	 Chatterley’s	




been	 abandoned	 to	 a	 certain	 extent	 judging	 by	 the	 fact	 that	 there	 are	several	 translations	of	 these	two	works	that	do	not	contain	any	verbal	paratexts	 of	 this	 kind.	 However,	 this	 convention	 was	 undoubtedly	inherited	by	the	three	translations	among	them,	which	are	respectively	Rao	 Shuyi’s	 translation	 of	 Lady	 Chatterley’s	 Lover,	 Peng	 Xiaofeng	 and	Kong	Xiaokjiong’s	 translation	of	Lolita	 and	Huang	 Jianren’s	 translation	of	Lolita.					The	 three	 publishers’	 prefaces	 in	 1980s	 translations	 were	given	different	 titles:	one	 is	 called	Publishing	Statement	 (《出版说明》in	Rao	 Shuyi’s	 Lady	 Chatterley’s	 Lover)	 and	 the	 other	 two	 are	 named	
Preface	 of	 “Rabbit	 Translation	 Series”	 (《“兔子译丛”序》in	 Peng	 Xiaofeng	and	 Kong	 Xiaojiong’s	 translation	 of	 Lolita)	 and	 Introduction	 of	 the	
Author	 (《作者介绍》in	 Huang	 Jianren’s	 translation	 of	 Lolita).	 Although	these	pieces	of	writing	are	inserted	closely	before	the	real	preface,	their	unique	 features	 indicate	 that	 the	 purpose	 of	 their	 existence	 is	 highly	different	when	 they	are	 functioning	as	another	 threshold	between	 the	readers	 and	 the	 texts.	 Broadly	 speaking,	 these	 institutional	 narratives	claiming	the	motivations	and	prominence	of	their	publications	were	still	framed	by	the	original	purpose	of	the	publisher’s	preface.		
4.3.1	Publishers’	prefaces	in	Lolita	translations	in	the	1980s	




purpose	 of	 publication	 crosses	 the	 borderline	 of	 literary	 appreciation	and	 enters	 the	 realm	 of	 national	 cultural	 development.	 As	 this	translation	of	Lolita	is	included	in	the	“Rabbit	Translation	Series”	(“兔子
译丛”)	 of	 Zhejiang	 Literature	 and	 Art	 Publishing	 House	 that	 aims	 to	make	 their	 “contribution	 to	 the	 flourishment	 of	 the	 national	 cultural	industry”	by	importing	foreign	literary	works	that	were	“not	known	to	Chinese	 people	 for	 various	 reasons”	 (Feng	 Yidai,	 1988:	 2),	 it	 is	accompanied	by	 an	 “ontological	narrative”	 (Somers	 and	Gibson,	1993:	30)	 from	 the	 publisher	 that	 defines	 itself	 as	 a	 pioneer	 of	 introducing	cultural	legacies	that	were	once	not	accessible	to	the	target	readers.	As	the	 reasons	 for	 this	 inaccessibility	 are	 implied	 but	 not	 explicitly	specified,	 the	 publisher	 simultaneously	 showed	 its	 awareness	 of	 the	barriers	that	prohibited	the	publication	of	the	collections	in	this	series	while	 	 intentionally	 re-positioning	 these	 once	 neglected	 or	misjudged	books	(the	other	three	books	in	this	series	are	Naked	Lunch	by	William	Burroughs,	 Brighton	 Rock	 by	 Graham	 Greene,	 and	 The	 Anti-Death	








University”	and	worked	as	“a	professor	of	Russian	literature	in	Cornell	University”	with	“many	of	his	works	being	published	by	Penguin	books”	in	 the	 translations	 of	 Lolita.	 Meanwhile,	 it	 is	 stated	 that	 he	 was	 also	“awarded	 an	 American	 literary	 medal	 in	 1973”	 (Li	 Jiang	 Publishing	House,	 1989).	 In	 these	 selected	 examples	 of	 introductory	 information	on	 the	 background	 of	 the	 original	 author,	 the	 publisher	 deliberately	emphasised	 the	 facts	 that	 can	 portray	 the	 author	 as	 a	 well-educated	professional	 and	 an	 upstanding	 person.	 As	 it	 is	 easily	 assumed	 that	most	readers	would	(unconsciously)	consider	the	profile	the	author	as	one	 of	 the	 essential	 criteria	 to	 judge	 the	 genre	 and	 the	 quality	 of	 the	book,	the	emphasis	on	the	high	professionalism	of	the	author	can	be	a	strategy	 of	 “aestheticisation”	 of	 his	 public	 identity	 (Harvey	 1990,	Fairclough	2003).	That	is	not	to	say	that	this	introduction	about	him	is	untrue	or	he	was	not	a	decent	human	being;	rather,	this	aestheticisation	is	 focused	 on	 bringing	 out	 what	 is	 considered	 as	 the	 most	 socially	desirable	aspect	by	the	mainstream	ideology	in	the	profile	of	the	author	among	 all	 his	 other	 personal	 qualities.	With	 the	 help	 of	 this	 selective	introduction	about	the	author,	the	publisher	is	able	to	“ensure	the	text	is	read	 properly”	 (Genette,	 1997:	 197)	 while	 it	 also	 eases	 the	 tension	caused	by	the	importing	of	this	heatedly	debated	book.	
4.3.2	 Publisher’s	 preface	 of	 the	 translation	 of	 Lady	 Chatterley’s	
Lover	in	the	1980s	
Similarly,	 the	 publisher’s	 preface	 the	 translation	 of	 Lady	








are	 more	 of	 a	 device	 to	 further	 indicate	 the	 legitimacy	 of	 Lolita	 by	suggesting	 to	 the	 public	 how	 this	 book	 should	 be	 regarded	 and	what	their	 motivation	 is	 for	 introducing	 such	 a	 seemingly	 controversial	literary	work.	The	fact	that	this	form	of	verbal	paratexts	is	the	vestige	of	the	 routinised	 element	 enforced	 by	 the	 authority	 makes	 it	 unique	compared	 to	 other	 self-initiated	 paratexts.	 In	 this	 case,	 its	 “degree	 of	stabilisation”	is	much	higher	and	it	is	“well-defined	almost	to	the	point	of	being	ritualised”	while	the	other	verbal	and	non-verbal	paratexts	are	more	 “variable	 and	 in	 flux”	 (Fairclough,	 2003:	 66).	 The	 existence	 of	these	 more	 predetermined	 paratexts,	 in	 comparison	 to	 the	 paratexts	used	 to	 promote	 the	 book,	 allow	 us	 to	 witness	 the	 once	 highly	heteronomous	literary	field	in	the	post-revolutionary	period.	As	 discussed	 in	 the	 above	 analysis,	 many	 publishers	 during	this	 time	were	still	cautious	when	making	decisions	about	which	texts	to	publish	due	to	the	unstable	socio-political	context	and	the	danger	of	publishing	a	work	of	eroticism	that	was	witnessed	by	many	publishers	after	 the	 publication	 of	 the	 translation	 of	 Lady	 Chatterley’s	 Lover	 in	1986,	the	necessity	of	pursuing	the	external	support	from	the	politically	dominant	group	must	have	been	realised	by	many	of	the	publishers	of	translations	 of	 Lolita.	 As	 newcomers	 to	 the	 literary	 field	 who	 “bring	with	 them	 dispositions	 and	 position	 –takings	 which	 clash	 with	 the	prevailing	norms	of	 production	 and	 the	 expectation	of	 the	 field”,	 their	survival	 and	 success	 must	 be	 accompanied	 by	 “the	 help	 of	 external	changes”,	 such	 as	 “political	 breaks”	 (Bourdieu,	 1993:	 57).	 When	 the	publishers	 attempt	 to	 attach	 their	 products	 to	 the	 social	 trend	 of	enhancing	international	communications	and	the	political	changes	that	make	 the	 importing	 of	 foreign	 artistic	 and	 literary	 products	 more	acceptable,	they	are	positively	negotiating	with	the	opposition	between	




and	 the	 demand	of	 the	 consumer	 in	 the	 situation	where	 the	 risks	 are	balanced	 by	 the	 opportunities	 due	 to	 the	 changing	 socio-political	environment.												
4.4	Preface	and	postface:	voices	from	multiple	parties	




is	argued	by	Genette	that	the	postface	can	“hope	to	fulfil	only	a	curative,	or	corrective,	function”	(Genette:	1997:	239)	in	most	cases.	However,	in	the	translations	published	during	this	historical	period,	the	postfaces	do	contain,	 but	 are	 not	 restricted	 to,	 the	 functions	 proposed	 by	 Genette.	The	 distribution	 of	 the	 verbal	 paratexts	 in	 the	 book	 as	 prefaces	 and	postfaces	is	carried	out	on	the	basis	of	the	publisher’s	consideration	in	how	 to	 interpret	 the	 source	 text	 and	 how	 to	 promote	 the	 text	 as	 a	translation.				Translator	 Preface	 Postface	Huang	Jianren	
An	 Immortal	
Literary	Masterpiece	 by	 Dong	Dingshan	 (董鼎山《不朽的文
学杰作》)	 	
On	 a	 Book	 Entitled	
Lolita	 by	 Nabokov	 (谈《洛丽
塔》)	
Postscript	 on	 the	
Chinese	 Translation	 by	 Tang	Yinsun	(唐荫荪《中译本跋》)		Yu	Xiaodan	 Lolita	is	42	years	old	by	 Dong	 Dingshan	 (董鼎山
《洛丽泰四十二岁了》)		
Good	 Readers	 and	
Good	 Writers	 by	 Nabokov	(《优秀读者与优秀作家》)	
Vladimir	 Nabokov,	
The	 Art	 of	 Fiction	 by	 Herbert	Cold	 translated	 as	 “An	
Interview	 with	 Nabokov”	 in	Chinese	 by	 Zhang	 Ping	 (《纳





On	 a	 Book	 Entitled	
Lolita	 by	 Nabokov	 (关于《洛
莉塔》)	 	
Translator’s	 Postface	(《译后记》)	
Rao	Shuyi	 The	 original	prefaces	 written	 by	 the	author,	 the	translator	and	the	other	two	reviewers	
	
Table	5.4-1	Prefaces	and	postfaces	of	translations	of	Lolita	and	
Lady	Chatterley’s	Lover	in	the	1980s		Based	 on	 the	 table	 above,	 most	 of	 the	 prefaces	 (except	 the	preface	of	Mai	Sui’s	translation)	are	aiming	to	introduce	and	discuss	the	text	without	much	 consideration	 on	 its	 translational	 aspect,	 that	 is	 to	say	that	at	 the	beginning	of	 the	book,	 the	readers	are	not	made	aware	that	they	are	reading	a	text	that	is	processed	by	a	translator	separately	from	 its	 original	 author.	 In	 the	 cases	where	 the	 text	 is	 discussed	 as	 a	translation,	 two	out	 of	 three	 of	 them	 leave	 this	 discussion	 to	 the	 very	end	 of	 the	 book	 in	 the	 postface.	 Apart	 from	 this	 hierarchical	 order	 in	arranging	 the	 analysis	 of	 the	 source	 text	 and	 the	 translation,	 two	publishers	 (the	 publisher	 of	 Huang	 Jianren’s	 translation	 and	 Yu	Xiaodan’s	 translation)	 simultaneously	 select	 the	 same	 article	 named	
Lolita	is	42	Years	Old	by	Dong	Dingshan	(a	Chinese	American	translator	and	 critic)	 in	 1988.	 Although	 some	 of	 the	 proper	 names	 in	 Dong	Dingshan’s	 article	 are	 altered	 in	 order	 to	 be	 consistent	 with	 the	translation	 text	 and	 the	 title	 is	 changed	 into	 An	 Immoral	 Literary	




the	 literary	 field	 for	 support	 in	 striving	 for	 more	 approval	 from	 the	market.		
4.4.1	Allographic	preface	and	postface	in	Lolita	translations	
In	Huang	Jianren’s	translation	and	Yu	Xiaodan’s	translation	of	
Lolita,	 although	 the	prefaces	and	postfaces	are	written	by	people	who	were	 closely	 engaged	 in	 the	 study	 of	 this	 literary	work,	 they	may	 not	directly	be	 involved	 in	 the	production	of	 these	 two	 translations.	Thus,	based	 on	 this	 feature,	 this	 kind	 of	 paratexts	 can	 be	 categorised	 as	“allographic	preface”	 (or	 “allographic	postface”),	which	 is	written	by	a	third	party	who	is	normally	“better	known	in	the	importing	country”	if	the	work	is	a	translation	(Genette,	1997:	268).	Since	the	writer	of	these	paratexts	 is	 not	 integrated	 with	 the	 creation	 of	 the	 product,	 the	allographic	 preface/postface	 may	 not	 focus	 on	 discussing	 the	 book	(from	the	position	of	the	translator	or	the	editor)	from	the	perspective	of	 how	and	why	 the	decision	of	 publication	 is	 initiated.	 Instead,	 these	verbal	 paratexts	 are	 more	 effectively	 performing	 the	 function	 of	“recommending”	 (Genette,	 1997:	 268)	 the	 text	 by	 those	 who	 already	occupy	 positions	 in	 the	 literary	 field	 in	 the	 target	 culture	 and	incorporate	more	of	 their	personal	 interpretations	on	 the	 text	 in	 their	articles.			Compared	to	Vladimir	Nabokov,	Chinese	readers	in	the	1980s	were	 possibly	 more	 familiar	 with	 Dong	 Dingshan	 and	 Tang	 Yinsun.	Dong	 Dingshan	 was	 a	 well-known	 writer	 and	 translator	 who	 “firstly	introduced	 the	 latest	 situation	 in	 western	 literary	 fields	 to	 Chinese	readers”	 in	 the	 late	 1970s	 (Xu	 Limei,	 2001)	 and	 “brought	 in	 a	 large	amount	of	information	about	American	literary	field	to	Chinese	readers	and	 writers	 by	 publishing	 a	 series	 of	 articles	 introducing	 American	contemporary	 writers	 and	 their	 works	 on	 Reading	 in	 Beijing	 and	




Yinsun	 was	 also	 engaged	 in	 the	 literary	 field	 since	 he	 worked	 as	 an	editor	 and	 translator	 from	 the	 1950s	 with	 many	 of	 his	 translations	being	published,	including	Sense	and	Sensibility,	Robinson	Crusoe,	Stories	
of	King	Arthur,	 etc.	 (Chinawriter,	 2016).	 Thus,	 the	 appearance	 of	 their	name	in	the	book	can	undoubtedly	signify	the	legitimacy	of	the	source	text	so	that	it	should	be	accepted	by	the	readers	from	the	target	culture.	Broadly	 speaking,	 the	 article	 written	 by	 Dong	 Dingshan	 in	1988	 as	 the	preface	 is	 composed	 in	 a	 situation	where	 the	 author	was	not	 aware	 of	 the	 publication	 of	 the	 translation	 of	 Lolita	 while	 Tang	Yinsun	was	likely	to	be	entrusted	or	commissioned	by	the	publisher	to	make	a	comment	on	the	translation.	Therefore,	Dong	Dingshan’s	article	is	 a	 purely	 source-text-oriented	 and	 less	 ethnocentric	 without	discussion	of	 its	 future	acceptance	 in	 the	 target	culture.	However,	as	a	columnist	 of	 Reading,	 a	 literary	 journal	 that	 “has	 been	 the	 centre	 of	discussion	 in	 the	 literary	 field	 over	 the	 years	 in	 China”	 (Huang	 Ping,	2007),	 Dong	 Dingshan	 and	 his	 study	 on	 Lolita	 might	 be	 a	 potential	inspiration	to	the	later	translations	of	this	literary	work.	Epecially	as	it	was	 mentioned	 by	 an	 editor,	 Zhu	 Wei,	 who	 once	 worked	 with	 Yu	Xiaodan	 before	 she	 translated	 Lolita,	 that	 he	 was	 a	 reader	 of	 Dong	Dingshan’s	 work	 and	 “I	 cannot	 quite	 remember	 if	 it	 is	 Mr.	 Dong	Dingshan’s	article	that	initiated	us	to	encourage	Yu	Xiaodan	to	translate	




Nabokov’s	own	words	on	eroticism	are	quoted	as	a	reference:		 While	 it	 is	 true	 that	 in	 ancient	Europe,	 and	well	 into	 the	eighteenth	 century	 (obvious	 examples	 comes	 from	 France),	deliberate	lewdness	was	not	inconsistent	with	flashes	of	comedy,	or	vigorous	satire,	or	even	the	verve	of	a	fine	poet	in	a	wanton	mood,	it	is	also	true	that	in	modern	times	the	term	“pornography”	connotes	mediocrity,	 commercialism,	 and	 certain	 strict	 rules	 of	 narration	…	Thus,	 in	 pornographic	 novels,	 action	 has	 to	 be	 limited	 to	 the	copulation	 of	 clichés.	 Styles,	 structure,	 imagery	 should	 never	distract	the	reader	from	his	tepid	lust	(Nabokov,	1956).		Thus,	 it	 is	 concluded	 that	 “sex	 is	 a	 part	 of	 life	 and	 every	creative	artist	should	never	neglect	this	constitutive	factor	of	humanity”	and	 many	 classics,	 such	 as	 “the	 works	 of	 Shakespeare,	 even	 Bible,	include	 descriptions	 on	 eroticism”	 (Dong	 Dingshan,	 1989).	 However,	this	 distinction	 between	 vulgar	 writing	 and	 artistic	 creation	 is	 not	commonly	 recognised	 by	 the	 public	 since	 the	 publication	 history	 of	
Lolita	 and	 other	 similar	 works	 is	 a	 tortuous	 one,	 such	 as	 “Lady	








Dong	 Dingshan,	 he	 proposed	 a	 question	 relevant	 to	 the	 cultural	positioning	 of	 Jin	 Ping	Mei	 (《金瓶梅》)	 and	 Carnal	 Prayer	Mat	 (《肉蒲





Literary	 Masterpiece.	 Meanwhile,	 some	 other	 proper	 names	 are	 also	changed	 in	 order	 to	 remain	 consistent	 with	 the	 translated	 text.	Regarding	 this	 situation,	 both	 publishers	 choose	 to	 add	 a	 note	 at	 the	beginning	or	end	of	 this	allographic	preface	as	an	explanation	of	 their	decisions.	It	can	be	seen	that	the	publisher	of	Yu	Xiaodan’s	translation	is	performing	as	a	presenter	by	indicating	that	“the	proper	names	and	the	title	used	in	the	article	remain	the	same	as	it	was	originally	published	in	





descriptions	 of	 eroticism	 as	 a	 form	 of	 art.	 However,	 as	 a	 postface,	 its	physical	 location	 in	 the	 book	makes	 its	 analysis	 a	 delayed	message	 to	the	readers	and	 it	may	not	be	as	 influential	 to	 the	readers’	decision	to	purchase	 the	 book	 as	 the	 preface	 since	 it	 is	 not	 present	 in	 the	 pre-reading	 phase.	 There	 is	 no	 evidence	 suggesting	 whether	 or	 not	 the	author	of	this	article	had	been	made	aware	of	his	work	being	used	as	a	postface	before	 this	 book	was	published.	Nevertheless,	 the	 location	of	this	 article	 at	 the	 end	 of	 the	 book	 can	 be	 a	 possible	 reflection	 of	 the	hierarchical	 order	 in	 which	 the	 publisher	 arranges	 the	 allographic	paratexts	 based	 on	 the	 public’s	 recognition	 of	 the	 creator	 and/or	 the	contents	of	these	works.		Meanwhile,	 this	postface	 is	undoubtedly	a	 supplement	 to	 the	translation	 rather	 than	of	 independent	 existence	 like	Dong	Dingshan’s	work.	 As	 the	 author	 expresses	 his	 previous	 desire	 to	 publish	 Lolita	before	 this	 publication	 and	 suggests	 that	 this	 Chinese	 translation	 of	




a	fact	should	also	be	realised	that	these	prefaces	and	postfaces	are	not	inseparable	 from	 the	 text.	 In	 another	 word,	 it	 is	 possible	 that	 the	readers	will	bypass	the	preface	and	ignore	the	postface	in	their	reading	since	these	materials	do	not	form	a	part	of	the	story	and	they	are	not	as	instantly	perceivable	as	blurbs	or	visual	materials	due	to	their	physical	size.	 In	 this	 case,	 it	 is	 quite	 difficult	 for	 the	 prefaces/postfaces	 to	perform	their	manipulation	of	 the	readers	despite	of	 their	 intricacy	 in	writing.		 In	this	circumstance,	 the	fact	that	these	paratexts	are	created	by	 some	 well-recognised	 writers	 can	 be	 a	 great	 compensation	 to	 the	readers’	possible	disregard	of	the	contents	of	this	kind	of	paratexts.	As	the	 writer’s	 name	 is	 usually	 indicated	 at	 the	 very	 beginning	 of	 the	preface/postface,	 the	 realisation	 of	 who	 creates	 the	 text	 may	 be	 as	important	 as	 what	 is	 discussed	 in	 the	 text	 for	 some	 readers.	 The	prominence	 of	 this	 realisation	might	 be	 even	more	 obvious	 in	 a	work	like	 a	 translation	 of	Lolita,	 an	 easily	misjudged	 foreign	work	 that	was	not	well	recognised	by	the	public	in	the	1980s.	When	the	readers	in	that	historical	period	were	informed	that	the	book	was	accepted	by	another	well-known	producer	 in	 the	 literary	 field	who	was	 also	 speaking	 as	 a	reader,	it	is	very	likely	that	they	would	be	largely	ensured	of	the	quality	of	the	book	and	the	reaction	caused	by	the	controversial	theme	could	be	eased.		
4.4.2	Translator’s	preface	and	postface	in	Lolita	translations	




















translation	of	modernism	was	restrained	especially	between	1983	and	1985.	The	 fact	 that	 the	 translation	of	Lady	Chatterley’s	Lover	had	been	officially	 banned	 by	 the	 government	might	 add	more	 pressure	 on	 the	later	 translators	 to	 realise	 the	 risk	 of	 engaging	 in	 such	 a	 translation	programme.	 The	 socio-political	 context	 that	 formed	 the	 translational	norms	 and	 governed	 the	 behaviour	 of	 the	 translator	 (Toury,	 1980)	 in	that	 historical	 period	 could	 also	 go	 beyond	 the	 scope	 of	 the	 textual	elements	and	lead	to	the	invisibility	of	the	translator	in	the	paratexts.				
4.4.3	 Prefaces	 and	 postfaces	 by	 and	 about	 the	 original	 author	 in	
Lolita	translations	








profile	 can	 help	 them	 determine	 the	 genre	 of	 his	work	 and	 how	 they	approach	it.		The	construction	of	the	author’s	profile	is	not	only	carried	out	by	 presenting	 the	 arguments	 against	 the	 accusations	 of	 immorality	contained	 in	Lolita,	but	also	by	 illustrating	 the	academic	contributions	of	Nabokov	towards	the	studies	of	 literature.	The	two	articles	selected	by	 Yu	 Xiaodan’s	 translation	 concentrate	 on	 presenting	 Nabokov’s	thoughts	on	literary	critics	and	his	writing	styles.	The	first	article,	Good	












legitimacy	granted	by	the	other	producers,	the	officials	and	the	general	readers.	Meanwhile,	 the	 construction	of	 the	authorship	 in	 translations	also	 contributes	 to	 the	 “translation	 pact”,	 in	 which	 the	 translator	remains	silent	while	the	visibility	of	the	original	author	is	reinforced.	On	the	 one	 hand,	 this	 is	 a	 further	 reflection	 of	 the	 peripheral	 position	occupied	 by	 the	 translator	 in	 the	 publication	 of	 his/her	 work	 at	 that	time	as	he/she	was	not	offered	a	 chance	 to	 increase	his/her	visibility.	On	the	other	hand,	the	priority	of	promoting	the	original	author	might	be	 the	 result	 of	 the	 introductory	 task	 shouldered	 by	 the	 first	translations,	 by	which	 the	 author	was	 given	more	 chances	 to	 “display	intentions	where	he	or	she	speaks	to	the	reader	as	sender	to	receiver”	(Maclean,	 1991:	 278)	 so	 that	 the	 target	 readers	 could	 be	 better	informed	of	the	context	of	the	creation	and	the	allotted	genre	of	the	text	based	on	the	authorial	claims.	
4.5	Cover	images:	explicit	presentations	of	eroticism		
Compared	 to	 other	 forms	 of	 paratexts,	 the	 cover	 images	 of	most	 of	 the	 translations	 in	 this	 period	 appear	 to	 be	 more	straightforward	 in	 erotic	 illustration.	 The	 theme	 of	 these	 images	 is	concurrent	by	similarly	concentrating	on	presenting	the	(sexual)	charm	of	 the	 female	 character	 in	 a	 highly	 readable	 way.	 Although	 the	 other	paratexts	 are	 making	 attempts	 to	 interpret	 the	 translated	 text	 from	multiple	 perspectives,	 the	 intention	 of	 the	 image	 design	 seems	 to	 be	much	 simpler,	 that	 is	 to	 shock	 the	 readers	 with	 the	 explicit	presentations	of	vulgarity	while	the	complexity	of	the	theme	of	the	text	is	reduced	by	the	image	to	a	(unfaithful)	display	of	the	physical	features	of	the	character.	Specifically,	there	are	three	features	that	can	be	found	in	 the	 illustrations	 of	 the	 translations	 of	 Lady	 Chatterley’s	 Lover	 and	




































In	 this	 process,	 the	 presentation	 of	 “otherness”	 or	 “dirt”	 in	these	illustrations	are	more	obvious	compared	to	other	paratexts	which	make	certain	attempts	to	 legitimise	these	two	works.	 “Dirt”	 is	 the	“by-product	of	a	systematic	ordering	and	classification	of	matter,	in	so	far	as	ordering	involves	rejecting	inappropriate	elements”	and	it	is	a	“relative	idea”	 which	 can	 refer	 to	 abstract	 concepts	 such	 as	 swear	 words	 and	behaviours	 that	 challenge	 the	 mainstream	 ideology	 in	 our	 daily	 life	(Douglas,	 2002:	 44).	 It	 can	 be	 seen	 that	 the	 cover	 images	 are	concentrating	on	presenting	the	elements	that	pushed	these	two	works	to	 comparatively	 peripheral	 positions	 in	 the	 literary	 field	 while	 the	other	 paratexts	 strive	 to	 turn	 the	 “dirt”	 in	 the	 text	 into	 a	 more	acceptable	 form	 in	 the	 target	 culture.	 This	 contradiction	 between	 the	mainstream	 approved	 standard	 and	 the	 “anomalies”	 that	 threaten	 to	“confuse	 or	 contradict	 cherished	 classifications”	 (Douglas,	 2002:	 45),	revealed	 by	 each	 translation,	 can	 be	 a	 reflection	 of	 the	 confrontation	within	 the	 same	 product.	 This	 confrontation	 includes	 the	 nature	 of	being	a	commodity	and	a	symbolic	object	(Bourdieu,	1993),	as	well	as	the	 publishers’	 position	 as	 heteronomous	 producers	 while	 seeking	cultural	consecration	at	the	same	time.		
4.6	The	exploratory	stage	in	the	1980s	
Compared	 to	 the	 previous	 translations,	 Lolita	 and	 Lady	





















pornographic	products”	but	they	“kept	being	produced	regardless	of	the	prohibition	 due	 to	 the	 huge	 profit”	 (Wang	 Zhisong,	 2010:	 11).	 Thus,	erotic	translations	and	publications	were	still	popular	choices	for	many	publishing	houses	in	the	1990s.		Based	on	the	available	research	materials,	there	were	at	least	seven	 translations	 of	 Lolita	 and	 one	 translation	 of	 Lady	 Chatterley’s	
















Lolita	(《洛丽塔》)	 1997-1	 Changchun:	 Time	Literature	and	Art	Press	(时代
文艺出版社)		
Yu	Xiaodan	and	 Liao	Shiqi	








1999	 Lanzhou:	 Dunhuang	Wenyi	 Press	 (敦煌文艺出版
社)	
Wu	Yujun		
Lolita	(《洛丽塔》)	 2000-1	 Nanjing:	 Yilin	 Press	(译林出版社)	 Yu	Xiaodan	














	Based	on	the	profiles	of	these	publishers,	it	can	be	noted	that	the	 publications	 of	 these	 two	 works	 were	 still	 largely	 conducted	 by	those	 that	 are	 located	 outside	 from	 the	 major	 cities	 where	 the	publishing	 industry	 in	 China	 is	 located	 (Beijing	 and	 Shanghai).	Meanwhile,	 most	 of	 these	 publishing	 houses,	 except	 Yilin	 Press,	 were	not	the	most	competitive	in	the	realm	of	the	publication	of	(translated)	literature.	However,	as	there	was	still	a	lot	of	competition	between	local	publishing	houses	for	publication	resources	at	this	time	they	could	take	advantage	of	being	less	controlled	by	the	central	government	due	to	the	geographic	distance	(Hong	Junhao	and	Li	Yongping,	2001).			As	 for	 the	 paratextual	 design	 of	 these	 two	 literary	 works	during	this	period,	two	opposite	styles	are	revealed	by	the	case	studies.	Some	 translations	 intended	 to	 put	 even	 more	 emphasis	 on	 eroticism	and	neglect	the	other	features	in	the	source	text	while	the	others	started	to	 present	 these	 two	 works	 as	 more	 serious	 literary	 creations.	Compared	 to	 the	 earlier	 translations	 of	 Lolita	 and	 Lady	 Chatterley’s	
Lover	 in	 the	1980s,	 the	publications	 in	 the	1990s	were	 less	concerned	with	 familiarising	 their	 readers	with	 the	story,	but	were	more	 focused	on	referring	to	 the	structured	 images	of	 these	two	works	 in	 the	 target	culture.	In	this	chapter,	the	analysis	aims	to	reveal	the	features	of	these	two	opposite	trends	of	paratextual	designs	and	see	how	they	contribute	to	 reinforce	 and	 reshape	 the	 cultural	 images	 of	 Lolita	 and	 Lady	
Chatterley’s	Lover	in	China.	
5.1	Plagiarism	and	reductive	interpretations	
In	 this	 section,	 the	 analysis	will	 focus	 on	 four	 translations	 of	




translations	 and	 the	 earlier	 ones	 in	 the	 1980s	 shows	 that	 these	 later	translations	 relied	 heavily	 on	 the	 earlier	 versions	 in	 both	 translated	texts	 and	 paratextual	 designs.	 The	 vestige	 of	 the	 chaos	 in	 publishing	industry	management	can	be	easily	seen	by	these	versions	through	the	obvious	inclination	to	plagiarise	previous	translations.		
5.1.1	Subtitles	and	blurbs	in	Lolita	translations	in	the	1990s	
The	translations	of	Lolita	in	the	1990s	were	less	dependent	on	subtitles	compared	to	those	in	the	1980s	while	the	translation	of	Lady	
Chatterley’s	Lover	 is	not	accompanied	by	any	subtitle	and	blurbs	at	all.	Subtitle	 can	be	 found	on	only	 two	 translations	 of	Lolita,	 including	 Liu	Lizhi’s	 translation	 (1994),	 which	 inheritated	 the	 subtitle	 from	 Huang	Jianren’s	 translation,	a	note	of	widower’s	remorseful	confession	and	Wu	Yujun’s	 translation	 (1999),	 which	 borrowed	 the	 translated	 name	 of	




the	 popular	 cultural	 product	 (the	movie	 of	Lolita)	may	 be	 effective	 in	raising	the	possibility	of	this	version	being	more	competitive	since	this	product	may	 be	 attractive	 to	 the	 readers	who	 preferred	 domesticated	texts	when	reading	foreign	literature	and	to	those	who	were	impressed	by	the	movie.		Similarly,	 this	 strategy	 of	 constructing	 external	 relationships	can	also	be	observed	in	Liu	Lizhi’s	translation,	which	intended	to	rely	on	an	earlier	translation	and	use	it	as	an	epitext.	There	does	not	seem	to	be	a	negative	relationship	between	this	version	and	its	predecessor	as	the	later	 translation	 aims	 to	 make	 use	 of	 the	 legacy	 left	 by	 the	 previous	publications.	 The	 great	 success	 of	 Huang	 Jianren’s	 translation	 could	make	 its	 subtitle	 a	 symbolic	 item	 attached	 to	 the	 original	 name	 for	 a	period	of	time.	In	this	circumstance,	later	translations	are	likely	to	echo	what	was	created	before	in	order	to	arouse	the	cultural	memory	of	the	readers	 who	 were	 aware	 of	 the	 earlier	 success	 of	 the	 translation	 of	




translation	 introduced	Lolita	as	“one	of	 the	most	controversial	 literary	works	in	contemporary	literary	history”	and	it	“blatantly	describes	the	indecent	love	affair	between	an	adult	male	and	a	teenage	girl,	including	the	 sexual	 emotion,	 sexual	 fantasy	 and	 the	 sexual	 behaviour”	 so	 it	became	 known	 as	 a	 “very	 well-known	 illegal	 publication”.	 One	 of	 the	two	 translations	 of	Lolita	 published	 by	 Time	 Literature	 and	Art	 Press	(marked	 as	 1997-2	 in	 table	 5-1)	 is	 more	 straightforward	 in	 its	presentation	 of	 the	 book	 as	 it	 includes	 Lolita	 in	 “The	 World	 Top	Forbidden	Books	Collection”.		It	can	be	perceived	that	the	eroticism	contained	in	the	text	 is	further	emphasised	without	obvious	intention	of	self-censorship.	In	this	process,	almost	no	blurbs	are	distributed	to	describe	the	significance	of	




actively	 work	 on	 competing	 for	 the	 “consecration	 bestowed	 by	 the	choice	 of	 ordinary	 consumers”	 (Bourdieu,	 1993:	 50),	 their	 prefaces	further	 support	 this	 intention	 by	 promoting	 eroticism	 in	 a	 more	detailed	and	alluring	way.		
5.1.2	Publisher’s	preface	








longer	created	a	declaration	like	an	official	statement	that	revealed	the	publishers’	 inclination	of	 being	neutral	 in	 viewing	 these	 literary	 texts.	The	 explicitness	 in	 promoting	 eroticism	 went	 against	 the	 purpose	 of	shielding	 the	 book	 from	 moral	 judgement.	 Instead,	 the	 first-person	narration	 and	 the	 style	 of	 dialogue	 reflect	 the	 creators’	 intention	 of	actively	approaching	the	general	readers	and	making	them	the	priority	in	their	marketing	strategies.	In	this	circumstance,	the	publishers	were	acting	 as	 sales	 agents	 who	 were	 making	 a	 lot	 of	 effort	 to	 please	 the	potential	readers	who	might	be	interested	in	reading	erotic	texts.			Although	it	is	obvious	that	these	prefaces	were	targeting	those	who	were	not	particularly	educated	in	literature	appreciation,	they	still	neglected	 the	 “informative	 function”	 and	 the	 “expressive	 function”	 to	familiarise	their	readers	with	the	theme	of	the	story	or	to	relate	to	the	target	culture	to	shorten	the	distance	between	the	readers	and	the	text.	Instead	 they	 focused	 on	 the	 “advertising	 function”	 (Nord,	 1997:	 44).	This	could	possibly	be	the	result	of	the	readers’	increasing	awareness	of	the	contents	of	 the	story	and	the	cultural	 image	 they	represent	due	 to	the	 effort	 made	 in	 the	 previous	 translations.	 Thus,	 these	retranslations/reprintings	can	omit	the	stage	of	introduction	and	focus	on	 the	 stage	of	 reshaping	even	 if	 they	 include	 the	general	 audience	 in	their	target	readership,	who	may	not	be	familiar	with	foreign	literature.	
5.1.3	Cover	images	




strategies	 found	 in	 the	 illustration	 of	 eroticism.	 Two	 of	 the	 most	representative	instances	can	be	seen	in	the	translation	of	Lolita	by	Time	and	 Literature	 Art	 Press	 (Picture	 5.1.3-3)	 and	 the	 republished	 Lady	










	Picture	 5.1.3-4	 Rao	 Shuyi’s	 translation	 of	 Lady	 Chatterley’s	
Lover,	published	by	Qinghai	People’s	Publishing	House,	1993		Another	 obvious	 new	 feature	 found	 in	 the	 book	 cover	illustrations	 is	 the	 change	 from	 presenting	 the	 image	 of	 Lolita	 to	 the	image	 of	 the	 narrator,	Mr.	 Humbert.	 In	 Liu	 Lizhi’s	 translation	 (Picture	6.1.3-5),	the	subject	in	the	cover	image	is	obviously	a	visualisation	of	its	subtitle,	 a	 “remorseful	 widower”	 (a	 note	 of	 widower’s	 remorseful	




the	layout	of	the	cover	image	might	be	a	presentation	of	his	power	since	“a	man’s	 presence	 is	 dependent	 upon	 the	 promise	 of	 power	which	he	embodies”	and	“his	presence	is	striking	if	the	promise	is	large”	(Berger,	1972:	 45).	 This	 visualisation	 of	 the	male	 narrator	may	 encourage	 the	readers	to	imagine	“what	he	is	capable	of	doing	to	[the	other	character]	or	[for	the	other	character]”	(Berger,	1972:	46).	Thus,	the	readers	may	be	granted	the	opportunity	to	feel	closer	to	the	narrator	and	to	visually	experience	 his	 struggles	 in	 dealing	 with	 the	 immoral	 relationship	between	himself	and	his	young	stepdaughter.				




the	 story,	 they	 are	 not	 able	 to	 illustrate	 the	 linguistic	 improvement	 in	the	translated	texts	due	to	the	low	investment	made	by	the	publisher	on	translation.	Although	 these	versions	do	not	 reflect	 a	 clear	 intention	of	competing	for	more	symbolic	capital	in	the	field	and	they	are	not	aiming	to	be	consecrated	by	 the	other	producers,	 their	biased	promotion	and	presentation	 of	 these	 two	 works	 were	 and	 still	 are	 imprinted	 on	people’s	historical	memory	of	Lolita	and	Lady	Chatterley’s	Lover	as	they	also	participated	to	a	certain	extent	in	the	construction	of	their	cultural	images.				
5.2	Detachment	from	erotic	features	




lot	in	common	in	terms	of	style	while	a	difference	in	the	visual	material	can	be	observed	from	the	front	cover.		Unlike	 other	 translations	 that	 are	 of	 plagiarised,	 the	 1997	publication	is	a	reinterpretation	of	the	source	text	made	by	Yu	Xiaodan	(according	to	translators’	preface	and	postface)	when	she	was	working	with	another	translator,	Liao	Shiqi	who	helped	her	review	the	translated	text.	 The	 2000	 publications	 by	 Yilin	 Press	 have	 no	 suggestion	 of	 the	translator’s	further	participation	in	the	republication,	but	the	translated	texts	are	correctly	assigned	to	their	creator.		
5.2.1	 Eroticism-distancing	 blurbs	 and	 illustrations	 in	 Lolita	
translations	
















Shiqi’s	 translation	 of	 Lolita	 in	 1997,	 in	 which	 the	 illustration	 was	smaller	and	the	style	had	changed.	In	this	design,	the	front	cover	is	not	dominated	by	the	illustration	and	it	 leaves	more	space	to	highlight	the	name	 of	 the	 author,	 the	 title	 of	 the	 book	 and	 the	 symbol	 of	 the	 book	series.	 In	addition,	the	image	of	the	female	character	is	presented	by	a	classical	 Western	 painting	 instead	 of	 the	 photos	 used	 in	 other	translations.				

















	6.2.1-4	Lolita	published	by	POL	Muza,	Warszawa,	2007		Compared	 to	 these	 two	 covers,	 the	 faithful	 presentations	 of	




cultural	 authority,	 the	 cover	 designs	 are	 cooperating	 with	 the	 other	verbal	paratexts	to	convince	the	readers	that	Lolita	requires	a	different	kind	of	interpretation	and	appreciation.			
5.2.2	Prefaces	and	postfaces	 in	Lolita	 translations:	 from	hard-sell	
to	soft-sell	








eroticism	 and	 immorality	 were	 contained	 in	 the	 source	 text.	 Instead,	Liao	 directly	 indicated	 his	 condemnation	 of	 how	 Lolita	 had	 been	mistakenly	 presented	 by	 a	 well-recognised	 Western	 publisher	 who	almost	 buried	 the	 significance	 of	 Lolita	 through	 the	 use	 of	pornographic-style	 paratextual	 design.	 While	 this	 retelling	 of	 the	publishing	 history	 reveals	 Liao’s	 denouncement	 of	 the	misinterpretation	by	the	original	publisher,	it	delivers	a	message	to	the	readers	in	China	that	the	literary	value	of	this	work	should	not,	and	will	not,	be	concealed	by	mis-promotion	for	commercial	purposes.	When	it	is	pointed	out	by	Liao	that	“the	readers	can	be	convinced	that	they	were	misguided	 by	 the	 commercial	 exploitation	 if	 they	 had	 the	 patience	 to	read	several	pages	of	this	book”	(Liao	Shiqi,	1997:	3).	The	competition	for	“cultural	legitimacy”	in	the	paratextual	interpretation	of	Lolita	is	not	just	between	this	translation	and	the	other	translations	of	the	same	text,	but	also	between	this	translation	and	the	publications	of	the	source	text	as	 Liao	 stated	 his	 claim	 to	 “the	 legitimate	 and	 monopolised	 use	 of	 a	certain	class	of	symbolic	goods”	(Bourdieu,	1993:	116).		Likewise,	 the	 effort	 of	 depriving	 Lolita	 of	 its	 stereotyped	reputation	 can	be	 seen	 in	Liao’s	 discussion	on	 the	difference	between	
Lolita	 and	 other	 foreign	 literary	works	 that	 are	 famous	 for	 eroticism,	such	as	Lady	Chatterley’s	Lover:		
Lolita	 contains	 a	 kind	 of	 discouraging	 “sexual	 apathy”	although	there	are	many	descriptions	of	sex.	Lolita	does	not	present	the	kind	of	sultry	sensual	pleasure	like	what	was	described	in	Lady	




Unlike	 many	 other	 paratexts	 that	 borrowed	 from	 the	reputation	 of	 Lady	 Chatterley’s	 Lover	 to	 promote	 Lolita	 as	 an	 equally	morally-challenging	 book,	 Liao	 managed	 to	 detach	 Lolita	 from	 its	connection	with	Lady	Chatterley’s	Lover	and	promote	it	as	an	individual	cultural	 symbol.	Moreover,	 it	 is	 emphasised	 that	 even	 the	 eroticism	 in	
Lolita	 was	 presented	 in	 an	 un-erotic	way,	which	 de-categorised	Lolita	from	 its	 previous	 category	 as	 a	 book	 of	 immorality	 that	 aims	 to	entertain	 its	 readers.	 As	 many	 other	 publishers	 had	 realised	 that	positive	references	to	other	well-known	books	in	the	target	culture	may	be	 an	 efficient	 way	 to	 promote	 Lolita	 to	 the	 target	 readership,	 this	preface	seemed	determined	to	ignore	this	once	successful	promotional	strategy	 and	 refused	 to	 use	 other	 well-recognised	 symbols.	 The	abandoning	 of	 the	 once	 heavily	 adopted	 promotion	 pattern	 is	doubtlessly	a	challenge	to	the	consumers’	fixed	perception	of	Lolita	and	a	 determination	 to	 “dissociate	 art-as-commodity	 from	 art-as-pure-significance”	(Bourdieu,	1993:	114).		When	the	preface	contains	Liao’s	innovative	interpretations	of	
















commercial	 benefits.	 As	 these	 innovative	 re-interpretations	 of	 Lolita	presented	 by	 paratexts	 add	 more	 cultural	 value	 to	 the	 products	 as	material	 commodity,	 they	 also	 provide	more	 reasons	 to	 purchase	 the	book	 for	 the	 readers	 as	 they	 are	 packaged	 as	 competitors	 striving	 for	more	symbolic	 inclusion.	Thus,	the	visual	and	verbal	paratexts,	as	well	as	 the	 upgraded	 quality	 in	 paper	 and	 packaging	 (two	 translations	published	by	Yilin	Press	are	published	with	hard	covers)	may	ease	the	tension	 for	 some	 readers	 by	 showing	 them	 that	 the	 products	 are	appropriate	 for	personal	 collection	or	book-shelf	display.	The	scope	of	readership	 can	 also	 be	 enlarged	 by	 the	 decrease	 in	 gender-biased	paratextual	 designs	 that	 are	 only	 created	 to	 mostly	 appeal	 to	 male	readers,	such	as	the	naked	female	subjects	 in	the	visual	materials.	The	neutral	or	implicit	presentation	of	the	otherness	in	Lolita	could	make	it	easier	 to	 be	 accepted	by	more	 readers	 from	different	 educational	 and	professional	backgrounds.								
5.3	The	border	between	republication	and	retranslation	




reductive	 interpretations	 are	 presented	 differently	 by	 these	 two	opposing	trends.	While	the	translations	published	by	Yilin	Press	as	well	as	 Time	 Literature	 and	 Art	 Press	 (marked	 as	 1997-2	 in	 table	 6-1)	assimilated	 Lolita	 with	 other	 non-controversial	 literary	works	 so	 that	the	 eroticism	 could	 be	 neutralised	 or	 even	 concealed,	 the	 eroticism-oriented	versions	show	varied	degrees	of	betrayal	to	their	predecessors	(although	they	simultaneously	show	a	heavy	dependence	on	the	earlier	versions)	 as	 they	 distorted	 the	 paratextual	 elements	 in	 previous	translations	 or	 adopted	 the	 highly	 obscene	 paratexts.	 Although	 these	plagiarised	 or	 republished	 versions	 cannot	 make	 significant	contribution	 to	 the	 linguistic	 improvements	 in	 the	 renderings	 of	 the	source	 text,	 they	 undoubtedly	 are	 strongly	 influential	 in	manipulating	the	 cultural	 memory	 of	 the	 readers	 when	 they	 further	 imprint	 the	reputation	of	vulgarity	on	these	two	works.		Thus,	 how	 can	 these	 two	 forms	 of	 cultural	 reproduction	distinguish	 themselves	 from	 another	 by	 their	 paratexts?	 In	 another	word,	how	does	the	presentation	of	retranslation	differ	from	that	of	the	republication	or	pseudo-retranslation	(plagiarism)?		In	 terms	 of	 their	 capital	 pursuit,	 the	 republication	 and	 the	plagiarised	translations	without	a	doubt	 illustrated	their	eagerness	for	instant	 economic	 benefits	 as	 they	 put	 little	 investment	 into	 linguistic	refinement,	which	is	time-consuming,	but	made	courageous	decisions	in	presenting	 the	 most	 eye-tracking	 aspect.	 The	 chaotic	 publishing	industry	in	the	1990s	allowed	more	space	for	this	form	of	reproduction,	by	which	 the	habitus	of	unfair	 competition	was	gradually	 taken	up	by	some	 publishers	 in	 the	 field.	 In	 these	 circumstances,	 Lolita	 and	 Lady	








publisher	 who	 can	 be	 indifferent	 to	 the	 economic	 capital	 when	 is	 in	“possession	of	substantial	economic	and	social	capital”	(Bourdieu,	1993:	67),	 such	 as	 Yilin	 Press	 (one	 of	 the	major	 publishing	 houses	 in	 China	that	 focuses	 on	 the	 publication	 of	 translated	 texts).	 The	 social	 and	economic	 condition	 of	 the	 publishers	 determines	 their	 habitus	 as	 a	“structured	 structure”,	 which	 works	 as	 a	 strong	 indicator	 of	 the	publisher’s	decision-making	process	when	they	“inevitably	incorporate	the	objective	social	conditions	of	 their	 inculcation”	 in	 their	behaviours	(Bourdieu	and	Johnson,	1993:	5).		Moreover,	 the	 innovative	 reinterpretations	 made	 by	 the	retranslations	can	also	be	a	devotion	to	the	construction	of	the	cultural	images	 of	 these	 two	 literary	 works	 while	 they	 may	 inspire	 future	retranslations	 to	 seek	 for	 even	 more	 possibilities	 in	 re-imaging	 the	already	 constructed	 images.	 Thus,	 these	 retranslations	 were	 also	“structuring	 structures	 through	 their	 ability	 to	 generate	 practices	adjusted	to	specific	situations”	(Bourdieu	and	Johnson,	1993:	5).	When	the	 paratexts	 reveal	 little	 consideration	 to	 the	 conventional	 images	 of	









promote	 the	 development	 in	 economy,	 science	 and	 culture”	 (Shi	Zongyuan,	2000).	Thus,	Copyright	Law	of	the	People’s	Republic	of	China	




order	 to	 meet	 the	 needs	 of	 the	 economic	 boom	 in	 the	 area”	 (Zhong	Weihe,	2003).	Since	 then,	 the	academic	research	 in	 translation	studies	grew	 significantly	 with	 “more	 than	 200	 books	 on	 translation	 studies,	including	reprints	of	 foreign	ones,	have	been	published	 in	 the	 last	 few	years”	(Sun	Yifeng,	2002:	45).								Against	 this	 backdrop,	 the	 reproduction	 of	 Lolita	 and	 Lady	
Chatterley’s	 Lover	 went	 through	 another	 wave	 of	 retranslation	 and	repackaging,	 in	 which	 both	 of	 these	 two	 works	 were	 retranslated	 by	different	 translators	 and	 the	 physical	 package	 of	 each	 version	 contain	distinctive	 features	to	differentiate	 its	product	 from	the	others.	During	this	 period,	 there	were	 at	 least	 seven	 translations	 of	Lady	Chatterley’s	
Lover	and	one	translation	of	Lolita	published	(see	table	6-1),		 Title		 Time	 Publisher	 Translator	
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2004	 Beijing:	 People’s	Literature	 Publishing	 House	(人民文学出版社)	
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2015	 Beijing:	 People’s	Literature	 Publishing	 House	(人民文学出版社)	
Bi	Bingbin	 (Hei	Ma	 is	 the	 pen	name	 of	 Bi	Bingbin)		Table	6-1	publications	of	Lady	Chatterley’s	Lover	and	Lolita	in	and	after	1999		As	 it	 is	 shown	 above,	 the	 reproduction	 of	 Lolita	 and	 Lady	




the	same	time,	 these	two	works	are	approved	by	the	major	publishers	located	 in	 Beijing	 and	 Shanghai	 as	 well	 as	 the	 publishers	 that	 are	specialising	 in	 the	 publication	 of	 translated	 texts	 and	 are	 well-recognised	by	Chinese	readers	(Shanghai	Translation	Publishing	House	and	Yilin	Press).		Specifically,	 based	on	 the	background	 research	on	 the	profile	of	these	publishing	houses,	it	can	be	found	that	all	these	agencies	can	be	considered	 as	 authoritative	 in	 their	 field.	 For	 example,	 Shanghai	Translation	Publishing	House	(the	publisher	of	Zhu	Wan’s	translation	of	
Lolita)	is	“the	biggest	comprehensive	translation	publisher	in	China	that	was	founded	in	1978”.	Over	the	past	three	decades,	it	“has	been	working	on	translating	foreign	literary	works,	academic	works	social	science	as	well	as	bilingual	dictionaries	and	textbooks	of	foreign	language	teaching”	(quoted	 from	 the	 official	 website	 of	 Shanghai	 Translation	 Publishing	House).	Similarly,	People’s	Literature	Publishing	House	was	founded	in	1951,	being	“the	earlier	and	largest	literary	publication	agency	in	China”	(quoted	 from	 the	 official	 website	 of	 People’s	 Literature	 Publishing	House)	 and	 Beijing	 Yanshan	 Press	 “was	 founded	 in	 1985	 as	 an	organization	affiliated	to	Beijing	Municipal	Bureau	of	Cultural	Heritage	(北京文物局)”	 (quoted	 from	 the	 official	 website	 of	 Beijing	 Yanshan	Press).	 Even	 though	 the	 publisher	 for	 Zhu	 Bo’s	 translation	 of	 Lady	




commissioning	 the	 task	 to	 new	 translators,	 the	 purpose	 of	 gaining	instant	 economic	 profits	 may	 be	 surpassed	 by	 the	 intention	 of	reinterpreting	 the	 source	 text	 and	 reconstructing	 these	 two	 cultural	symbols.	 After	 decades	 of	 translation,	 reprinting	 and	 retranslation,	 it	must	 be	 realised	 by	 these	 producers	 that	 the	 reproductions	 are	 faced	with	more	severe	competitions	from	the	previous	translations	while	the	readers	 are	 expecting	 to	 see	 a	 convincing	 reason	 to	 purchase	 since	many	of	them	have	already	become	very	familiar	with	both	the	contents	and	the	symbolic	meanings	these	two	works.	 In	this	situation,	 it	 is	not	hard	 to	 find	 that	 these	 publishers	 introduce	 “innovations	 at	 different	points	 in	 their	 respective	 histories	 and	 that	 their	 profitability	 at	 any	point	 in	 time	 is	 related	 to	 each	 of	 the	 innovations	 that	 have	 been	introduced”	 (Roberts,	 1999:	 656).	 Thus,	 we	 are	 given	 the	 chance	 to	observe	 many	 innovative	 features	 in	 the	 paratexts	 of	 the	 later	translations	 of	 Lolita	 and	 Lady	 Chatterley’s	 Lover	 and	 witness	 the	changes	 taken	place	 in	 eroticism	 translation	as	well	 as	 the	 translation	field	in	China.	The	retranslations	of	these	two	works	in	this	time	period	are	in	 better	 physical	 condition	 since	 both	 the	 cover	 and	 the	 texts	 are	printed	with	papers	of	good	quality	and	two	of	them	are	in	hardcovers.	It	 is	 observed	 that	 most	 of	 the	 retranslations	 are	 thicker	 than	 the	previous	 ones	mostly	due	 to	 the	 fact	 that	 the	 size	 of	 the	 characters	 is	larger	and	the	paper	 is	 thicker.	 In	 the	case	of	Zhu	Wan’s	 translation	of	





As	 the	 subtitle	was	 abandoned	by	 the	 publishers	 during	 this	period,	the	verbal	paratexts	on	the	book	cover	are	taken	over	by	blurbs	and	the	obis.	Compared	to	previous	publications,	the	latest	translations	are	 accompanied	 by	 introductory	 blurbs	 less	 as	 it	 became	 growingly	unnecessary	 to	do	so	when	 the	market	 is	 familiarised	by	 the	previous	translations.	The	 two	 translations	of	Lady	Chatterley’s	Lover	 published	by	 Beijing	 Yanshan	 Press	 as	 well	 as	 the	 latest	 translation	 of	 Lady	
Chatterley’s	Lover	translated	by	Bi	Bingbin	(Hei	Ma	is	the	pen	name	of	Bi	Bingbin)	 are	 not	 accompanied	 by	 any	 blurbs	 at	 all.	 The	 other	translations	distributed	their	blurbs	mostly	on	the	front	and	back	cover	as	well	as	the	book	flap.	In	this	section,	the	discussion	will	be	focused	on	the	five	translations	that	contain	blurbs	(and	obis),	which	are	Zhu	Wan’s	translation	of	Lolita	as	well	as	the	translation	of	Lady	Chatterley’s	Lover	conducted	 by	 Zhu	 Bo,	 Zhao	 Susu	 and	Hei	Ma	 (Hei	Ma’s	 translation	 of	
Lady	Chatterley’s	Lover	was	firstly	published	in	2010	and	republished	in	2014	in	hardcover	with	a	different	design).			The	 features	 of	 the	 blurbs	 and	 the	 texts	 on	 the	 obis	 can	 be	analysed	 from	two	aspects.	The	 first	one	 is	 concerned	with	how	these	two	books	are	viewed	and	how	eroticism	 is	 reinterpreted.	Apart	 from	Hei	 Ma’s	 translation	 (2014)	 and	 Zhao	 Susu’s	 translation	 of	 Lady	




















messages	 that	 were	 not	 included	 in	 either	 the	 source	 text	 or	 the	previous	 translations.	 Therefore,	 based	 on	 what	 is	 proposed	 in	 the	paratexts,	this	latest	retranslation	of	Lolita	possesses	the	characteristics	of	 a	 “critical	 translation”,	 which	 aims	 to	 “retranslate	 a	 work	 already	extant	in	an	acceptable	form	in	the	target	language,	in	order	to	present	the	 reader	 with	 a	 valid	 interpretation	 of	 the	 original	 work	 that	 the	earlier	translations	do	not	possess”	(Kraszewski,	1998).		
6.1.2	Blurbs	of	translations	of	Lady	Chatterley’s	Lover	
The	 proposal	 of	 distinguishing	 this	 work	 from	 its	 previous	reputation	as	 a	book	of	 immorality	 is	 also	 strongly	promoted	 in	 some	versions.	 In	 Zhu	 Bo’s	 translation,	 the	 blurbs	 are	 quotations	 from	Lawrence’s	 A	 Propos	 of	 Lady	 Chatterley’s	 Lover,	 which	 justifies	 the	author’s	 own	 purpose	 of	 creation.	 On	 the	 obis	 of	 this	 version	 of	translation,	it	is	indicated	that	“in	spite	of	all	antagonism,	I	put	forth	this	novel	as	an	honest,	healthy	book,	necessary	for	us	today”	and	“far	be	it	from	 me	 to	 suggest	 that	 all	 women	 should	 go	 running	 after	gamekeepers	 for	 lovers”	 (Lawrence,	 2006:	 307-308).	 Another	translation	 of	 this	 literary	 work	 by	 Hei	 Ma	 (2010)	 quotes	 Richard	Hoggart	who	held	 the	 view	 that	Lady	Chatterley’s	Lover	 should	not	 be	regarded	 as	 a	 “dirty	 book”	 on	 the	 trial	 of	 Lady	 Chatterley’s	 Lover	 by	suggesting	 that	 this	 book	 is	 “virtuous,	 if	 not	 puritanical”	 (Hoggart,	1960).	Thus,	“if	we	insist	on	trying	to	read	even	this	book	as	smut,	it	is	we	who	are	dirty.	We	are	doing	dirt,	not	on	Lawrence	(he	knew	what	to	expect),	but	on	ourselves”	(Hoggart,	1961:	v).	In	contrast	to	the	earlier	strategies	 that	 put	 this	 work	 in	 juxtaposition	 to	 pornography,	 these	verbal	paratexts	on	the	covers	of	the	translations	are	actively	shielding	




Ma’s	translation	of	Lady	Chatterley’s	Lover	(2014).	As	the	translator	Hei	Ma	 contributes	 his	 interpretation	 on	 Lady	 Chatterley’s	 Lover	 as	 its	preface	by	defining	it	as	A	Lyric	of	Life	on	the	Wasteland	(《废墟上生命的抒
情诗》),	 the	 verbal	 paratexts	 on	 the	 obis	 borrowed	 the	 title	 of	 this	preface	 and	altered	 it	 into	 “A	Fairy	Tale	of	Life	on	the	Wasteland	and	a	








borderline	 between	 the	 field	 of	 linguistic	 mediation	 and	 the	 field	 of	marketing.		
6.2	Prefaces,	postfaces	and	publisher’s	prefaces	 in	 translations	of	
Lady	Chatterley’s	Lover	




moment”	(Worthen	quoted	by	Shou	Zhu	in	Yang	Hengda	and	Yang	Ying’s	translation	 of	 Lady	 Chatterley’s	 Lover,	 2013:	 12)	 is	 considered	 to	 be	especially	influential	to	Lawrence,	who	had	previously	been	a	“reserved	and	cautious	author	in	describing	sexuality”.	Thus,	she	is	the	“woman	of	a	 lifetime”	 for	Lawrence	and	“the	prototype	of	Lady	Chatterley’s	Lover”	(Worthen	 quoted	 by	 Shou	 Zhu	 in	 Yang	 Hengda	 and	 Yang	 Ying’s	translation	of	Lady	Chatterley’s	Lover,	2013:	12).	The	 constitutive	 factors	 in	 constructing	 Lawrence’s	 writing	style	 are	 discussed	 in	 the	 2008	 publication	 of	 Yang	Hengda	 and	 Yang	Ting’s	 translation	 of	 Lady	 Chatterley’s	 Lover,	 in	 which	 parental	influences	are	considered	 to	be	one	of	 the	 important	 factors	 that	gave	birth	 to	 this	 literary	 work.	 It	 is	 revealed	 that	 Lawrence	 inherited	“directness	 in	discussing	the	private	affairs	between	men	and	women”	from	his	 father	 and	his	use	of	 “noble	 standard	English”	 from	his	well-educated	mother	(Yang	Hengda,	2008:	1).	Therefore,	the	preface	builds	a	 connection	between	 the	 fictional	 text	 and	 the	 real-life	 experience	 of	the	 author.	 In	 these	 two	 prefaces,	 the	 introduction	 of	 Lawrence	 is	 no	longer	a	mere	device	that	convinces	the	readers	of	the	legitimacy	of	the	text	due	 to	 the	significance	of	 the	author,	 rather,	 these	 illustrations	on	the	 author’s	 life	 experience	 do	 not	 avoid	 the	 fact	 that	 there	 are	 also	some	morally	controversial	affairs	in	Lawrence’s	personal	life	and	Lady	
Chatterley’s	Lover	is,	to	a	certain	extent,	related	to	events	that	take	place	through	the	author’s	lifetime.	This	 method	 of	 investigating	 in	 the	 relevance	 between	 the	author	and	the	text	and	presenting	this	relevant	information	in	a	neutral	way	 are	possible	 reflections	 that	 the	 retranslation	of	Lady	Chatterley’s	




the	(commissioned)	writers	of	these	prefaces	include	their	own	voice	by	integrating	 the	 result	 of	 their	 study	 on	 this	 literary	 work	 into	 the	paratexts.	Although	the	specific	purpose	of	these	analyses	is	not	stated	in	the	prefaces,	there	is	no	doubt	that	they	can	simultaneously	perform	the	functions	of	popularising	the	background	knowledge	of	the	creation	of	this	literary	work	and	providing	more	resources	for	academic	studies	in	many	aspects.	Following	 the	reintroduction	of	 the	author,	 the	 interpretation	of	 the	 text	 is	 also	 carried	 out	 from	 different	 perspectives.	 The	 most	representative	examples	are	 the	appearance	of	 the	 critical	discussions	on	 the	 comments	 previously	 made	 in	 the	 prefaces	 and	 postfaces	 in	earlier	translations	as	well	as	the	realisation	of	the	issues	and	previous	comments	about	feminism	in	the	text.	For	instance,	the	preface	written	by	 the	 translator	 Zhao	 Susu	 (2004)	 in	 her	 translation	 of	 Lady	
Chatterley’s	Lover	points	out	 that	Yu	Dafu’s	 interpretation	 (included	 in	Rao	 Shuyi’s	 translation	 of	 Lady	 Chatterley’s	 Lover)	 is	 a	 “distortion	 of	Lawrence’s	philosophy”	by	aligning	Lawrence’s	work	with	the	 ideas	of	“indulgence	in	sexuality	and	nihilism”	(Lu	Jiande,	2004:	10).	Specifically,	this	 preface	 points	 out	 that	 Yu	 Dafu’s	 interpretation	 on	 this	 literary	work	is	in	contrast	with	Lawrence’s	proposal	in	Lady	Chatterley’s	Lover,	which	condemns	the	idea	of	yielding	to	(sexual)	pleasures.	Furthermore,	“the	members	from	the	‘decadent	and	dissipated	literature’	in	the	1930s	always	 aligned	 themselves	 with	 some	 well-recognized	 American	 and	European	writers	 to	 strengthen	 their	 influence”	 (Lu	 Jiande,	2004:	10).	When	this	misjudgement	on	Lawrence	progressed	in	the	1980s,	where	the	“long	depressed	desire	was	suddenly	freed”,	Lawrence	was	 imaged	as	 a	 “British	 author	 of	 eroticism”,	 which	 is	 extremely	 humiliating	 to	Lawrence’s	reputation	and	his	works	(Lu	Jiande,	2004:	11).	Meanwhile,	according	 to	 this	 preface,	 the	 false	 manipulation	 of	 Lady	 Chatterley’s	




away	 from	 talking	 about	 sex	 until	 it	 becomes	 a	 ‘dirty	 little	 secret’”.	However,	this	“‘dirty	little	secret’	eventually	became	a	large	selling	point	for	 the	 unauthorised	workshops	 (which	 published	 pirated	 versions	 of	
Lady	Chatterley’s	Lover)”	(Lu	Jiande,	2004:	11).		First	 of	 all,	 these	 criticisms	 by	 Lu	 Jiande,	 the	 author	 of	 the	preface,	 are	 challenging	 the	 well-established	 comments	 made	 by	 Yu	Dafu’s,	 which	 is	 commonly	 perceived	 as	 one	 of	 the	 most	 symbolic	interpretations	 that	 has	 been	 firmly	 implanted	 among	 generations	 of	readers.	Meanwhile,	 the	 previous	 translations	 and	publications	 of	 this	literary	work	 are	 explicitly	 denounced	 for	 the	 reason	 that	 they	 fail	 to	shoulder	the	task	of	faithfully	presenting	the	prominence	of	Lawrence’s	work	while	they	reduce	the	significance	of	Lady	Chatterley’s	Lover	as	a	way	of	 increasing	profits.	The	confrontation	to	 the	commonly	received	interpretation	 as	 well	 as	 to	 many	 other	 previous	 publications	 is	 no	doubt	an	ambitious	move	 that	aims	 to	push	 the	culturally	consecrated	figures	 relevant	 to	 the	 interpretation	 and	 reproduction	of	 this	 literary	work	into	the	past	while	it	struggles	to	“initiate	a	new	epoch”	(Bourdieu,	1993:	 60)	 by	 announcing	 new	 interpretations	 of	 this	 work	 in	 a	 new	context.				A	 similar	 confrontation	 between	 newcomers	 and	 well-recognised	figures	can	also	be	observed	in	Yang	Hengda	and	Yang	Ting’s	translation,	which	presents	Nabokov’s	criteria	on	how	to	define	a	good	novel	as	well	as	his	criticisms	on	Lady	Chatterley’s	Lover	by	saying	that	“I	must	 fight	 a	 suspicion	of	 conspiracy	 against	my	brain	when	 I	 see	 it	blandly	 accepted	 as	 ‘great	 literature’	 by	 critics	 and	 fellow	 authors	 of	




preface	 who	 indicates	 that	 “it	 is	 hard	 to	 judge	 the	 quality	 of	 a	 novel	solely	 by	 its	 innovation…and	 whether	 the	 copulations	 in	 Lady	
Chatterley’s	Lover	 is	 a	 conspiracy	 or	 not	 does	 not	 hinge	 on	Nabokov’s	words”	 (Shou	 Zhu,	 2013:	 7).	 Although	 the	 conservative	 nature	 of	Lawrence’s	writing	style	is	also	admitted,	the	negative	attitude	towards	Nabokov’s	harshness	on	Lady	Chatterley’s	Lover	 is	obviously	illustrated	in	 this	preface	 as	 it	 points	out	 that	 “he	has	 expressed	his	 surprisingly	dysphemistic	 criticism	 on	 many	 other	 fellow	 writers	 based	 on	 his	criteria	on	judging	a	good	novel”	(Shou	Zhu,	2013:	7).	On	the	one	hand,	as	 the	 preface	 declares	 its	 confrontation	 towards	 the	 previous	comments	 made	 by	 a	 comparatively	 more	 authoritative	 figure	 in	 the	field	on	Lady	Chatterley’s	Lover,	it	is	another	example	of	the	publisher’s	inclination	 to	 strive	 for	 a	 different	 interpretation	 on	 this	 well-recognised	 literary	 work	 and	 struggle	 for	 more	 symbolic	 value	 by	presenting	 its	 rebuttal	 towards	 the	 comments	 of	 another	 producer	 in	the	 literary	 field.	 On	 the	 other	 hand,	 this	 disagreement	 of	 Nabokov’s	literary	proposals	might	be	another	possible	reflection	of	the	long-term	competitive	or	even	antagonistic	relationship	between	Lady	Chatterley’s	
Lover	and	its	competitor,	Lolita.		Apart	 from	 challenging	 the	 previous	 comments	 on	 Lady	
Chatterley’s	 Lover,	 the	 verbal	 paratexts	 in	 the	 book	 also	 illustrate	another	significant	change	 in	how	they	view	the	 female	character.	The	most	 typical	 examples	 can	be	 found	 in	Zhao	Susu’s	 translation	 (2004)	and	 Yang	 Hengda	 and	 Yang	 Ting’s	 translation	 (2013)	 of	 Lady	




man	 and	 a	 woman	 in	 a	 romantic	 relationship	 is	 more	 thoroughly	analysed	 in	 the	 preface	 of	 Zhao	 Susu’s	 translation.	 By	 stating	 that	Lawrence	was	once	advised	by	his	friends	that	“Constance	should	leave	Clifford	when	he	 is	 a	 healthy	man”	 since	 “to	 consider	 the	disability	 of	Clifford	 as	 a	 reason	 (of	 Constance’s	 absence	 in	 their	marriage)	makes	her	 behaviour	 seem	 indecent”	 (Lu	 Jiande,	 2004:	 5)	 as	well	 as	 it	 being	considered	by	other	critics	that	“the	accent	and	offensive	language	used	by	Mellors	 are	 the	 extension	of	 his	male	 authority”,	 the	 author	 of	 this	preface	 starts	 to	 realise	 that	 Lady	 Chatterley’s	 Lover	 is	 encouraging	feminism.	 However,	 “many	 Chinese	 comments	 on	 Lady	 Chatterley’s	





Lover	 in	 some	 of	 its	 translations	 are	 deprived	 of	 the	 features	 that	conventionally	 view	 this	 book	 as	 an	 object	 of	 consumption	 for	 the	readers,	 especially	 the	 male	 readers.	 While	 many	 of	 the	 previous	paratexts	present	the	image	of	Lady	Chatterley	from	the	position	of	an	observer,	 who	 stares	 at	 her	 and	 judges	 her	 behaviour	 in	 a	 way	 that	considers	 her	 departure	 from	 her	marriage	 as	 a	 kind	 of	 surrender	 to	physical	needs,	 these	new	interpretations	can	be	seen	in	opposition	to	the	 previous	 reading	when	 they	 start	 to	 analyse	 Lady	 Chatterley	 as	 a	character	who	“is	neither	diversion	nor	prey”	and	who	is	“not	an	object	confronting	a	subject	but	a	pole	necessary	for	the	existence	of	the	pole	of	 the	 opposite	 sign”	 (Beauvoir,	 2011:	 271).	 Consequently,	 these	 new	interpretations	provide	new	ways	of	claiming	the	legitimacy	of	the	book	as	they	shift	their	focus	from	convincing	the	readers	of	the	artistic	value	in	 describing	 eroticism	 to	 guiding	 their	 attention	 towards	 focusing	 on	the	 individuality	of	 the	character.	Meanwhile,	 the	 integration	of	such	a	well-known	literary	work	with	the	subject	of	feminism	largely	prevents	the	 interpretations	 of	 this	 work	 from	 the	 perspective	 of	male	 egoism	while	it	also	contributes	to	the	construction	of	feminism	both	as	a	social	trend	and	an	academic	field	of	study.	Meanwhile,	 apart	 from	 Zhu	 Wan’s	 translation	 of	 Lolita	 that	mentions	the	faithfulness	of	the	translation,	the	adequacy	of	translation	is	 not	 used	 as	 a	 major	 selling	 point	 in	 all	 the	 translations	 of	 Lady	




that	 fits	 the	 need	 of	 the	 national	 readers”.	 Although	 this	 statement	 is	located	on	the	last	page	of	the	book	so	that	most	of	the	readers	would	not	be	 informed	of	 the	 inadequacy	of	 the	 translation	before	 they	start	reading,	 this	 is	 still	 a	highly	unanticipated	message	 to	be	 found	 in	 the	translation	 of	 Lady	 Chatterley’s	 Lover	 judging	 by	 the	 fact	 that	 the	faithfulness	 in	 translation	has	always	been	used	as	major	promotional	leverage	to	relieve	the	readers	from	the	anxiety	that	they	may	be	given	a	diminished	version.		As	 a	 matter	 of	 fact,	 censorship	 in	 translations	 of	 Lady	
















products	 are	 processed	 by	 the	 agents	 through	whom	 “the	 logic	 of	 the	economy	 is	 brought	 to	 the	 heart	 of	 the	 sub-field	 of	 production-for-fellow-producers”	 (Bourdieu,	 1993:	 39).	 Therefore,	while	many	 of	 the	verbal	paratexts	reflect	 the	 intention	of	striving	 for	more	autonomy	 in	redefining	 the	 text,	 they	 are	 still	 carried	 out	with	more,	 but	 not	 total,	indifference	towards	the	economic	benefits.		
6.3	Cover	images	and	illustrations			
The	 repackaging	 and	 reinterpreting	 of	 Lolita	 and	 Lady	












	6.3-3	 Bi	 Bingbin’s	 (Hei	 Ma)	 translation	 of	 Lady	 Chatterley’s	
Lover	in	Collected	Works	of	Lawrence,	2015		It	 can	 be	 seen	 that	 these	 three	 covers	 of	 Lady	 Chatterley’s	




6.3-4	 Yang	 Hengda	 and	 Yang	 Ting’s	 translation	 of	 Lady	


















on	the	cover	is	a	vase-like	bottle	in	the	middle	with	a	straw	and	a	small	white	 flower	 inserted	 in	 the	bottle.	Except	 from	 this	 image,	 the	whole	cover	 is	 dominated	 by	 a	 hue	 of	 bright	 yellow	 without	 any	 other	illustrations.	 Broadly	 speaking,	 the	 whole	 cover	 brings	 about	 an	atmosphere	of	innocence	and	light-heartedness,	which	could	be	an	echo	of	the	character	of	Lolita,	a	pure	but	naïve	teenage	girl.	Meanwhile,	the	small	white	flower	in	the	bottle	might	also	be	a	reference	to	the	fragility	of	 Lolita	who	was	 severely	manipulated	 by	 her	 stepfather.	 Due	 to	 the	fact	that	the	flower	is	highly	perishable	once	it	is	removed	from	its	plant,	the	image	is	possibly	a	reflection	of	Mr.	Humbert’s	anxiety	towards	the	passing	 of	 time	 and	 the	 vanishing	 of	 the	 youth	 of	 “nymphets”	 (young	girls).	As	a	result,	at	least	one	of	the	major	conflicts	present	throughout	the	whole	story	is	presented	by	this	symbolic	picture	and	the	colour	on	the	cover.	In	 addition,	 although	 this	 cover	 does	 not	 expressively	 reveal	any	 kind	 of	 erotic	 message	 and	 the	 readers	 can	 easily	 avoid	 being	offended	by	any	vulgar	elements,	the	theme	of	eroticism	can	still	find	its	way	 to	 attract	 readers	 who	 are	 familiar	 with	 Chinese	 traditional	literature	 and	 other	 studies	 on	 symbolic	 reflections	 of	 eroticism.	Historically,	vase	was	considered	 to	be	 “directly	 related	 to	sex	organs”	(Huang	 Lin,	 2008:	 35.3%)	 and	 it	 is	 also	 believed	 that	 “the	 vase	represents	 the	 embrace	 of	 a	 mother”	 so	 that	 “it	 is	 regarded	 as	 a	symbolic	 representative	of	 the	nature	of	women”	 (Li	Fuqing	quoted	 in	Huang	 Lin,	 2008:	 35.3%).	 The	 connection	 between	 the	 vase	 and	sexuality	is	mostly	reflected	in	the	well-known	traditional	Chinese	novel	of	eroticism,	Jin	Ping	Mei	(also	translated	as	The	Golden	Lotus	or	Plum	in	




meaning	of	a	vase	is	also	explained	from	a	psychological	perspective.	In	his	 book,	 A	 General	 Introduction	 to	 Psychoanalysis,	 Sigmund	 Freud	pointed	out	 that	 “the	 female	 genital	 is	 symbolically	 represented	by	all	those	objects	which	share	its	peculiarity	of	enclosing	a	space	capable	of	being	 fulfilled	 by	 something---viz.,	 by	 pits,	 caves	 and	 hollows,	 by	pitchers	 and	 bottles,	 by	 boxes	 and	 trunks,	 jars,	 cases,	 pockets,	 etc.”	(Freud,	1920:	128).	It	is	reasonable	to	assume	that	the	appearance	of	a	vase	 on	 the	 book	 cover	 is	 a	 possible	 effort	made	 by	 the	 publisher	 to	provide	 readers	 with	 suggestions	 of	 eroticism	 in	 multiple	 ways,	including	 recalling	 their	 cultural	 memories	 and	 making	 possible	psychological	 inferences.	 However,	 the	 effectiveness	 of	 all	 of	 these	efforts	 depends	 on	 the	 readers’	 awareness	 of	 cultural	 heritage	 or	psychological	terms.	In	another	word,	the	highly	symbolic	image	on	the	cover	might	be	only	decipherable	to	readers	who	are	educated	enough	to	“possess	practical	or	theoretical	mastery	of	a	refined	code”	(Bourdieu,	1993:	120).		This	 strategy	 of	 addressing	 intellectuals	 who	 have	 enough	prior	knowledge	to	relate	to	the	signified	meaning	of	the	image	is	also	adopted	 by	 Zhao	 Susu’s	 translation	 of	Lady	Chatterley’s	Lover.	 As	 it	 is	shown	 in	6.3-6,	 a	 large	part	of	 the	 cover	 is	 taken	up	by	an	 image	of	 a	cottage	in	the	woods.	For	people	who	are	familiar	with	the	story	of	Lady	
Chatterley’s	 Lover,	 this	 natural	 scenery	 contradicts	 the	 image	 of	 an	industrial	world	where	the	major	concern	is	“the	life	of	the	mind,	money	and	machinery”,	whereas	the	pastoral	“Mellors	World”	is	a	place	where	“the	 life	 of	 body,	 tenderness	 and	 nature”	 are	 the	 dominant	 themes	(Jackson,	 1993:	 364).	 As	 it	 is	 pointed	 out	 by	 Humma	 (1983),	 in	 Lady	
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meaning	when	 it	 is	 recontextualised	 on	 the	 cover	 of	Lady	Chatterley’s	




case,	 the	 image	 detaches	 itself	 from	 the	 eye-catching	 purpose	 and	focuses	 on	 performing	 as	 a	 neutral	 demonstration	 of	 the	 relationship	between	the	main	characters.	Although	the	woods	and	the	cottage	 in	the	background	could	be	 an	 implication	 of	 Lady	 Chatterley	 escaping	 from	 her	marriage	 and	the	 couple	 presented	 is	 obviously	 a	 reference	 to	 the	 love	 affair,	 the	controversial	relationship	between	these	two	characters	is	presented	in	a	highly	euphemistic	way	that	emphasises	the	affections	between	Lady	Chatterley	 and	 Mellors	 without	 any	 suggestion	 of	 sexuality.	 In	 this	neutral,	 even	 positive,	 capture	 of	 a	 certain	 moment	 in	 the	 book,	 the	publisher	 does	 not	 reveal	 any	 obvious	 judgement,	 exaggeration	 or	accusation	 of	 their	 love	 affair.	 Thus,	 the	 readers	 are	 not	 guided	unconsciously	by	any	strongly	biased	image	to	have	preconceived	ideas	before	they	begin	to	read	the	translated	text.		Aside	 from	 the	 book	 cover,	 there	 is	 one	 translation	 of	 Lady	
Chatterley’s	Lover	in	this	period	that	consists	of	illustrative	images	in	its	preface.	In	Yang	Hengda	and	Yang	Ting’s	translation	(2013),	the	internal	verbal	 paratext	 is	 accompanied	 by	 pictures	 that	 visualise	 what	 is	described	by	the	preface.	These	illustrations	are	mostly	presenting	the	context	 of	 Lawrence’s	 literary	 creation	 and	 the	 circulation	 of	 Lady	























		6.3-13	 Front	 covers	 of	 different	 versions	 of	Lady	Chatterley’s	








related	to	the	book	in	a	way	that	the	book	is	almost	humanised	by	the	woman	illustrated	by	the	cover	image,	the	readers	may	also	be	given	the	impression	by	the	image	that	the	book	can	be	treated	in	the	same	way	as	 they	 view	 the	 female	 character.	 In	 this	 case,	 the	 visualisation	 is	 an	unfaithful	 demonstration	 of	 the	 source	 text	 due	 to	 the	 fact	 that	 the	original	authors	of	Lady	Chatterley’s	Lover	and	Lolita	did	not	 intend	to	create	these	two	works	for	vulgar	entertainment.		However,	 when	 the	 later	 retranslations	 barely	 connect	 the	translated	 text	 with	 any	 female	 character	 who	 “is	 offering	 up	 her	femininity”	 to	 the	 spectators	 (Berger,	 1972:	 55),	 they	 are	 more	concerned	with	portraying	these	two	books	as	objects	to	be	sought	out	by	the	readers.	When	the	plain,	ambiguous	or	implicit	cover	designs	are	reluctant	to	reveal	too	much	information	about	the	translated	text,	 the	readers	are	required	to	invest	more	time	and	patience	when	reading	the	text	in	order	to	grasp	its	meaning.	In	this	way,	it	is	the	readers	who	are	compelled	 to	 actively	 pursue	 the	 books	 rather	 than	 the	 other	 way	around.		 	
6.4	Innovative	paratexts	on	the	basis	of	economic	support	
















external	 social	 context	 was	 paying	 more	 attention	 to	 establishing	specialised	 translation	 educational	 institutions,	 the	 professional	translators	of	many	literary	works	were	more	likely	to	be	esteemed	by	publishers	and	the	public.	Over	 the	 years	 of	 translation	 and	 publication	 of	 Lolita	 and	





7.1	 Summary	 of	 the	 research	 findings:	 erotic	 translation	 and	
Chinese	society	
This	 diachronic	 study	 of	 the	 translational	 paratexts	 of	 Lady	




own	 voice	 by	 being	 mentioned	 in	 or	 producing	 their	 own	 paratexts	while	the	others’	existence	is	supressed.	Through	the	reconstruction	of	the	translation	contexts	aided	by	the	paratexts,	 the	(in)visibility	of	 the	translator	 is	 found	 to	 be	 determined	 by	 the	 position	 assigned	 to	translation	 in	the	target	culture	and	the	social	definition	of	 translating	as	a	profession.		The	 paratexts	 of	 the	 translation	 of	Lady	Chatterley’s	Lover	 in	the	 1930s	 depicts	 this	 work	 as	 enlightening	 society	 and	 desperately	calling	 for	 recognition	 from	 peer	 producers.	 Since	 this	 version	 of	 the	translation	 targeted	 the	elite	 group	of	 readers	 rather	 than	 the	general	public,	it	revealed	an	obvious	indifference	to	economic	profit.	The	plain	visual	design	as	well	as	 the	verbal	paratexts	of	Lady	Chatterley’s	Lover	repeatedly	 reinforced	 the	 idea	 of	 it	 being	 a	 serious	 literary	 creation	which	 triggered	a	 re-examination	of	 the	 conventional	moral	 system	 in	both	the	source	culture	and	the	target	culture.	At	this	historical	moment,	translation	 was	 considered	 as	 a	 method	 of	 regenerating	 the	 native	literary	field	after	it	had	sunk	into	a	morass	of	non-creativity	due	to	the	national	 (the	 civil	 war	 between	 the	 Communist	 Party	 and	 Nationalist	Party)	 and	 the	 international	 threat	 (the	 Japanese	 invasion	 of	 China).	Consequently,	 the	 social	 task	 borne	 by	 the	 earliest	 translation	was	 to	raise	the	awareness	of	other	literary	producers	and	elite	readers	to	the	regressive	state	of	 the	native	 literary	 field.	Under	 these	circumstances,	eroticism	 in	 the	 text	 is	 interpreted	 by	 the	 paratexts	 as	 denoting	 high	artistic	 creativity	 with	 socially	 enlightening	 connotations	 while	 its	commercial	value	as	an	entertaining	read	was	minimised.	The	 physical	 presentation	 of	 the	 translation	 of	 Lady	
































consecrated	by	the	readers	and	professionals	even	though	some	of	the	translated	 texts	 are	 not	 adequately	 faithful.	 Thus,	 the	 paratextual	reflections	of	the	changes	in	retranslation	cross	a	boundary	in	depicting	the	textual	profile	when	they	guide	the	readers	to	reperceive	the	genre	and	the	social	identity	of	the	translation	product.	At	 the	 same	 time,	 the	 distinction	 between	 the	 features	 of	popular	 literature	 and	 those	 of	 serious	 literature	 presented	 by	 the	translation	paratexts	of	Lady	Chatterley’s	Lover	and	Lolita	is	not	as	clear	as	 that	proposed	by	Bourdieu.	Apart	 from	Rao	Shuyi’s	 translation	 that	was	strictly	designed	for	the	elite	group	and	the	highly	commercialised	Hong	Kong	and	Taiwan	translations	between	the	1950s	and	early	1980s,	later	 retranslations	 and	 republications	 illustrate	 the	 co-existence	 of	conflict	 and	mutual	 dependence	 between	 economic	 legitimisation	 and	symbolic	recognition.	Even	the	latest	retranslations	of	Lady	Chatterley’s	
Lover	and	Lolita	are	not	completely	detached	from	the	“interference	of	the	 general	 public”	 (Bourdieu,	 1993:	 116)	 although	 they	 imply	 a	narrowing-down	 in	 the	 scope	 of	 target	 readership	 and	 a	 stronger	intention	to	move	away	from	the	stereotyped	label	of	popular	literature.		
7.2	Paratextual	analysis	in	translation	studies	





















As	 a	 study	 that	 concentrates	 on	 translational	 paratexts,	 the	present	 research	 is	 not	 accompanied	 by	 a	 discussion	 of	 the	 textual	profile	 of	 the	 translated	 text	 due	 to	 the	 limitations	 of	 space	 and	 the	scope	 of	 the	 research.	 While	 the	 paratextual	 features	 reflect	 the	institutional	 inclinations	 and	 the	 pooled	 labour	 of	 different	 agents	before	 the	 product	 is	 launched	 to	 compete	 in	 the	market,	 the	 textual	elements	may	present	intentions	that	either	comply	with	or	contradict	the	style	of	the	package.	Thus,	to	observe	the	relationship	between	the	translator’s	 interpretations	 of	 the	 source	 text	 based	 on	 his/her	professional	skills	and	the	institutional	imaging	of	the	final	product	can	also	 be	 of	 great	 help	 in	 determining	 the	 social	 status	 occupied	 by	 the	translators	 and	 their	 struggles	 or	 compromises	 with	 the	 contextual	factors.		 At	 the	 same	 time,	 due	 to	 the	 restrictions	 of	 the	 practical	situation,	I	have	not	been	able	to	collect	more	data	through	face-to-face	interviews	 or	 online	 interviews	 (many	 translators	 are	 not	 accessible	and	 many	 publishers	 are	 unresponsive).	 Thus,	 many	 arguments	 are	primarily	 based	 on	 assumptions	 made	 from	 an	 analysis	 of	 paratexts	items	 and	 the	 socio-political	 environment.	 Fortunately,	 many	paratexutal	 features	 in	 the	 translations	 of	 Lady	Chatterley’s	 Lover	 and	
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